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SWAHILI NEWSPAPER FICTION IN KENYA: 	=V, 
THE STORIES OF JAMES I. MWAGOJO 
Richard M. Lepine 
linder the supervision of Professor Magdalena Hauner 
This study examines fiction written in modern Standard it 
Swahili and published in newspapers and magazines in Kenya. 
These narratives are viewed as examples of literary art to 
be examined critically, and as sources of useful reading 
material for the Swahili language classroom. 
The modern Standard Swahili literary scene is first 
surveyed from its beginnings in the 1950's to the present. 
The views of a Western scholar of Swahili, Lyndon Harries, 
are examined in depth; they are seen to be both negative an 
incomplete, but his early recognition of the interest and 
value of newspaper fiction is notable. The non-literary A 
context in which such Works appear is then presented 
primarily through an examination of the educational system. 
Field research studies of writers and readers of fiction ar 
also surveyed here, and in appendix 3. Paradigm stories 
subjected to exhaustive literary analysis in later chapters 
come from a collection taken from two Kenyan newspapers, 
Baraca and Taifa weekly, and a magazine, Fahari va Afrika 
Y.ashariki; bibliographical material on these sources is 
k the first two appendices. 
within a separate fictional genre are discussed. The 
indigenous Swahili literary critical scene is then examined, 
fo:lowed by a survey of such studies originatine in the 
West. A structuralist analytical approach is proposed for 
the analysis of newspaper fiction texts: the reading is 
centered on the text itself, and the structuring of the 
narrative, as both artistic form and as semiotic 
strategy—how it contributes a multitude of meanings to a 
reading--is the focus. The newpaper stories of James Isaac 
Mwagojo are chosen as the paradism of the type of fiction 
available. Mwagojo's first serialized story is subjected to 
a close linguistic-literary reading and analysis; 
methodological theory is applied to produce a detailed 
demonstration of the richness and potential of this fiction. 
Other works by this author are then analyzed to show how the 
reading of a single story is enriched in the context of the 
entire fictional output of a given writer. 
Approved /7-,, ,IfP4-‘-'144-","1-  
Date A-c- 	191'7 
Critical literary study of Swahili fiction is then 
examined. Reasons for considering such stories as items 4 
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INTRODUCTION 
This dissertation focuses on Swahili newspaper fiction,a 
concentrating particularly on the critical analysis of a 4 
single story. It didn't start out to be this; maybe 
recounting the story of the journey toward what it 
eventually became can illuminate the eventual result. 
In studying Swahili as a foreign language, first as an 
undergraduate at the University of Texas under Ali Farsy, a 
exile from Zanzibar, almost from the outset I was exposed to 
literary works, specifically Muhammed Said Abdulla's first 
two novels, Mzimu wa Watu wa Kale (Shrine of the Ancestors). 
and Kisima cha Gfningi (The Giningi Well). Later in my 
Swahili studf.es at Texas, under the direction of Dr. Edgar 
Polome, I was to undertake a more linguistic training, but 
the seed was sown. 
Then, as a beginning graduate student at the University 
of Wisconsin, with Dr. Patrick Bennett as my first Swahili 
teacher there, I had my first experience of Swahili 
newspaper fiction. Now the seed took root. In the years 
since, I never lost my interest in the possibilities of 
studying Swahili fiction from the point of view of 
investigating the nature of its popular or mass audience 
forms. These newspaper stories I translated in the P.  
2 
of learning the language were proof enough to me that such a 
thing as Swahili fiction available to a large reading public 
in a leisure reading context existed. 
In further Swahili study with Dr. Bennett, and then 
later with Dr. Lyndon Harries, I received a much more 
complete education in the study of both classical and modern 
Swahili literature. I still had a predilection for 
fictional narrative; now I was beginning to find out how 
much more was available in the Swahili fiction scene as a 
whole. Newspaper narratives took a back seat to reading 
academically esteemed writers like Shaaban Robert, Ebrahim 
Hussein, and Euphrase Kezilahabi; the journeymen like Faraji 
Katalambulla and J.M.S. Simbamwene; not to mention the 
classical poetry and narrative - studies by Harries, J.W.T. 
Allen, Jan Knappert, and Edward Steere. Newspaper and 
magazine fiction was for me now one current in the stream of 
modern Swahili print narrative publishing. 	' 
When it came time to do field research for my 
dissertation, I started from the most general of topics. I 
thought I would try to cover the entire popular culture 
scene, in all communications media, as it took form in 
Swahili language, in Kenya and Tanzania. Of course this was 
impossible, and T was gently persuaded to narrow my focus. 
Eventually I settled on an investigation of post- 
Independence publishing of Swahili language fiction and 
drama, the latter in its book form: published playscripts 
used in the classrooms of Kenya and Tanzania, sold in the 
bookstores there, as narrative texts. I received a 
Fulbright grant to do this research in Nairobi, Mombasa, Dar7 
es Salaam, and Tanga. 
This was in 1977-73, a period of tension between Kenya 7 
and Tanzania over the break-up of the East African 
Community, and so, probably because I had decided to do most_ . 
of my work in Kenya, and said so in my proposals and 
applications, I never received government permission to 
conduct research in Tanzania. I therefore eventually ended 
up spending a year entirely in Kenya collecting books, 
magazines, and newspapers; interviewing publishers and 
writers; conducting a survey by postal questionnaire of 
readers and writers; visiting schools, libraries, governmen 
education offices, and bookstores, all with the purpose of 
trying to get a sense of the Swahili fiction scene in Kenya 
I returned with a (for me) huge collection of paperbound 
novellas and other materials to read, and began trying to 4 
write a dissertation about all I had found out and read. 	-,. - 
Paralleling my research interests, I also had 
language-teaching concerns about Swahili. After completing-ft 
two years of graduate atudy, Dr. Harries had been kind 
enough to have me as his teaching assistant for the 
beginners' Swahili courses, and so at that point I had 
become involved with the language as an instructor as well:
as a student of its literature. After returning from 
research in Kenya, and more work as an assistant, now with 
Dr. Magdalena Hauner, I was eventually deemed fit to teach a 
course myself. When T was first employed as an instructor 
responsible for my own class (a summer intensive first-year 
course), I - returned to my roots" and had my own beginning 
students at the end of the semester try their hand at 
reading a newspaper story. 
Meanwhile, I was trying to wade through the body of 
fictional material I had collected in the field, with an 
overall interest in producing an omnibus bibliographic 
compilation, ideally annotated in detail. I also visualized 
a further project of a generic and subgeneric typing of the 
works examined in the survey based upon the conclusions I 
would have drawn from translating '- and performing a close 
rcading on each of the works in the body of fiction. I 
literally spent years on this, slowly reading, and then 
often rereading, works from the collection I had made in the 
. field, the new releases I had managed to order from East 
Africa after my return, as well as the growing body of 
critical studies of Swahili fiction--mostly journal 
articles, but a few bookbound anthologies--that have 
appeared in recent years. 
In this period of digestion, I had it in mind to 
mention newspaper and magazine fiction as an important but. 
for my project's purposes, relatively unknown and unstudied 
component of the modern print fiction scene. The few 
6 
examples of newspaper serials I had worked on in the 
classroom, or stories which I had managed to collect in 
Kenya, would serve as a suggestion of the potential 
materials awaiting further investigation and study. 
I thought such investigation would prove very difficult 
.‘,... 
in practice, entailing either research in the back files of =4 
the East African newspapers and magazines themselves, or 
taking up residence near a collection here in the U.S., if _ 
such a thing existed and was accessible. But as I turned ieff. 
my dissertation work towards the section that would have 
be devoted to this segment of the total field of modern 
Swahili fiction, and as I began to investigate the 
possibilities, I found out that the Library of Congress not 
only had very full collections of the two Kenyan Swahili 
weeklies which printed fiction, but that these collections 
were on microfilm and could be borrowed and scanned through 
an interlibrary loan. Now / realized that hundreds more 
print narratives were available, both for my own study, and 
for any other scholars and students who cared to borrow the 
microfilms. Examining this newly-found material soon 
developed into a full-blown dissertation topic in itself. 
My work on this - discovery" of a body of narratives isIV -;-.-- 
still rudimentary. But time is passing, and besides, in thi 
prOcess of studying what is there, it is possible to make 4 - 
AL 
justifiable break at this point in the project, and present' 
AK 
a preliminary effort. In my study of the body of fiction I A,. 
that appeared and appears in the "ephemeral" print-medium 
forms represented by newspapers and magazines, I begin by 
setting this fiction in the larger context of the modern 
Swahili literary scene as a whole (Chapter I of this 
dissertation). To begin to get a grasp of what is 
available, and to make it easier for further study, 
bibliographic work was done on the periodical fiction that 
is currently accessible here in the U.S. (Appendices I and 
2). The non-literary context of newspaper fiction 
publishing is then described, and some of my field work on 
writers and readers that relates to this question is 
incorporated (Chapter II; Appendix 3). The critical 
approach I bring to these texts, especially in its aspect of 
seeking to take into account those features of periodical 
fiction which are unique to the medium-form, is then 
delineated, and methodological influences are acknowledged 
(Chapter III). Having put forward a theoretical approach to 
literary criticism of these texts, this methodology is 
tested, demonstrated in action on an actual newspaper 
narrative, to provide an example of some of the specific 
features of the newspaper fiction which can be revealed at 
the level of the individual narrative, and which are also 
possibly worth application on a field-wide basis (Chapter 
IV; Appendix 4). After this groundwork has been laid, I 
then proceed, with a somewhat broader analytical range, to 
examine the collected works of the author whose story was 
the subject of the preceding chapter's close reading. The 
aim here is to take the next analytic step before generic 
study, to read an author's work in the context of his 
oeuvre, illuminating not only the reading of one writer's 
individual narratives, but also suggesting the implications 
of diachronic study for this relatively large body of 
fiction in its entirety (Chapter V). 
Still to be accomplished is a look at the body of 
periodical fiction with the aim Of delineating generic 
characteristics, or similar categorizable features which 
transcend the single narrative or author. At this stage in 
my work, such a project is still at the investigation and 
speculation stage. The body of stories now available to me 
from my recent research still has yet to be completely read 
and analyzed. 
• 	The present thesis, even as an initial effort, is still 
reasonably lengthy: this from what was originally conceived 
of as perhaps half of a chapter in a dissertation which 
would offer a broad overview of modern Swahili fiction 
publishing in its entirety. But this is a good place to 
stop, take stock, and share preliminary findings. Needless 
to say, when I have still not yet even worked through the 
—f available periodical fiction, the grander dream of producing+ 
an inclusive annotated bibliography of all modern printed 
Swahili fiction narrative still awaits fulfillment. 
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CHAPTER I 
THE MODERN SWAHILI LITERARY SCENE 
A 
Where does newspaper fiction fit into the Swahili 
literary scene? To answer this question, it is necessary to 
have some idea of the literary history of modern Standard 
Swahili, and that in turn requires a sense of the broad 
history of the language and its oral and written literature 
from the earliest days to the present. Cne way to try to 
come to an overview of Swahili linguistic and literary 
history is to set up several opposing categories within the 
field of examination, divisions for comparative purposes, in 
order to make the analytical task easier. In the process of 
investigating by means of these hypothetical oppositions as 
they bear on the topic, their own reality and relevance 
should become clearer as well. 
One obvious division within the field of Swahili-
language literature is that between the classical and the 
modern literary traditions. It is possible to note 
immediately that the classical material is mostly poetry, 
while the bulk of modern writing is in prose of various 
types, including narrative fiction. A further way to divide 
the field is to focus on the language of these traditions, 
looking at the differences between the Standard Swahili of 
Id 
moat of modern writing, and the, literar y Swahili of the 
classical traditions. Much of the latter was hand-written 
in modified Arabic script rather than Roman characters, and 
in the dialects of Mombasa, Lamu, and other city-states of 
the East African coast where the tradition flourished. 
Yet another contrast might be between, on the one hand„, 
the oral literary traditions of the various first-language 
Swahili-speaking coastal peoples, or at an even broader 
level, the oral traditions in all the different mother 
tongues of Swahili literates in general; and, on the other 
hand, the overwhelming presence in modern East Africa of the 
primarily Western-style international urban culture, here 
particularly its narrative forms, 83 transmitted by all 
sorts of mass media. As parts of the narrative environment,„ 
both the oral traditions and the mass media constitute 
forces which shape the perceptions of the written literature' 
of whatever period; in some cases they may even contribute 71' 
significantly to its form. 
-4 
The present study of Swahili literature arises out of 
pedagogical as well as literary-historical concerns. How 
does the cultural alien gain access to the written literaryt 
tradition? Of course, this immediatel y sets up another 
potentially interesting opposition for comparative purposes: f 
the East African Swahili literate versus the outsider who 	1 
wishes to experience the literature first-hand rather than 
11 
through translation. In addition to acquisition of the 
language itself, most likely in the Standard version, and 
studied in formal instruction at the college or university 
level, the non-East African inevitably acquires a learned, 
academic-type cultural background against which the literary 
works are read. The assumption is that the average cultural 
alie's entry into the Swahili literary tradition is almost 
entirely involved in the retrieval of narratively-stored 
4 
cultural information, rather than direct experience of and 
participation in modern East African society. 
Literacy in Swahili, however acquired, involves some 
years of study to reach a basic plateau of ability to 
apprehend a text. While it is assumed that the learning 
about and the direct experience of the language and its 
literature continue for a lifetime after that plateau has 
been reached, for the reader who is a cultural outsider, 
part of the reaching inevitably involves the study of 
Swahili language history. The essential beginning text in 
that area of inquiry for a number of years has been 
Whiteley's Swahili: The Rise of a National Language. , 
Even reading this introductory work can have the effect of 
stimulating the consideration of some of the contrasts in 
Swahili linguistic and literary history mentioned earlier. 
For instance, Whiteley describes the differing language 
situations between what became the colonies of Kenya, 
,3PT 
Tanganyika and Zanzibar, as well as the differing government 	 
language policies, especially as they related to the 	= 
creation and promotion of Standard Swahili during the 
colonial period. The precolonial language situation, and 
then way in which the German and British colonizers 
confronted it and reshaped it, were part of the inheritance 147_ 
of the independent nations of Kenya and Tanzania in the 	- 
early 1960's, and understanding these historical legacies 
goes a long way toward explaining the post-Independence 
state of - affairs as far as Swahili in Kenya is concerned. 
The development of Standard Swahili is Whiteley's focus in 
this book, even though he gives a very detailed and useful 
historical account of its dialectal predecessors and 
competitors. 
On the topic of dialects, although this dissertation is 
concerned specifically with fiction written in Standard 
Swahili, some of its writers are, not surprisingly, 
mother-tongue speakers of one or another of the regional 
dialects of the language. In terms of publishing, modern 
writing is not exactly flourishing in Kiamu or Kimvita, the 
mother-tongue Swahili dialects of Lamu and Mombasa 
respectively. However, these two fountainheads of classical:L 
Swahili poetry still remain an ultimate standard by which Lzg, 
usage is  judged, and so must enter into and affect the 
scholar and critic's appreciation of even a mass-audience _ 
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text written in Standard Swahili. Derek Nurse and Thomas 
Spear's The Swahili: Reconstructing the History and  
Language of an African Society, 800 - 1500 2 provides an 
introductory historical look at the dialects. There are 
also several other studies which explore certain aspects of 
mother-tongue Swahili in greater depth, or account for later 
developments, which could serve to sharpen the contrast 
between the language and literature of the dialects and that 
of the Standard form.' 
As for Swahili literary history specifically, Whiteley 
has a good deal of material in his book, but a more 
in-depth, as well as more recent investigation of the scene 
may be found in Albert Gerard's African Language  
Literatures.' Chapter five and parts of chapter eleven of 
Gerard's study are specifically concerned with Swahili 
literature from the earliest times to the present, but the 
entire book illuminates the understanding of this particular 
tradition in the context of the development of written 
literatures in African languages in general. For example, 
the similarities between, say, the histories of modern Hausa 
and Swahili fiction are much greater than the differences. 
A source of literary history which is a bit less accessible 
because of the author's personal English writing style land. 
for some readers possibly also because of his Marxist 
political viewpoint on literature), is Rajmund Ohly's 
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account of Swahili literature in Andreejewski et.al .'s 
Literatures in African Languages; there are also the 
classical studies of J.W.T. Allen, Lyndon Harries, Jan 
Knappert, and Edward Steere. , Elena Bertoncini's recent 
bibliography of fiction and drama in Research in African  
Literaturese can serve to round out the picture and focus 
more specifically on modern narrative written in Standard 
Swahili. 
Assuming a reading of these language and literary 
histories, it is possible to c.ok.ceive of a sort of basic 
historical-cultural viewpoint which would inform the 
apprehension of each particular ind;vidual literary text. 
Such a viewpoint would be the eeeegem of the aforementioned .T 
Western and East African scholars' primarily historical 
accounts, oriented to the depiction of facts rather than the 
proposal of literary judgements. Accompanying this 
fact-based, historical viewpoint en the literature would be 
an some appreciation of the wealth and complexity of detail 
within this field of study, a v.3ioo conjured by the 	S. 
scholars' references to and ciations of a multitude of 
i- 
primary literary texts and secondacy historical or 	t 
literary-critica.: studies. 	.-If.r,rmed 5y such an h:storical 
view, the critical distinctions between the modern and the 
classical, the narrative and the poetic, and even the Kenyan .' 
and the Tanzanian, all become clearer. 
A survey of Swahili literary history can also be 
informed by a focus on the nature of the composer-performer 
of a literary work in a particular genre, on the artist's 
audience, and on their interrelationship in the process of 
creating a literary experience. That is one of the topics 
of the next chapter, which seeks to examine the social 
context of modere. Swahili periodical fiction. Here, in a 
general overvLee cf the entire literary scene, the 
relationship :I r.rtifA- and audience is an appropriate 
starting poiet 	eell. 
Literaturc •aeers within and requires an audience; at 
various timer:, 	e davidual artist may be just another 
audience membie 	a fellow composer-performer. It can 
even be argued_ ahee 'he readerly process in the apprehension 
of the work of 	art is itself a form of literarily 
creative aetiei ,el, 	well. At any rate, looking at the 
object of study deae raphically, a summary view of the 
previously cite.: historical sources provides the student of 
Swahili literateee eith a range of differing patterns of 
audience distribeeion over time. That is, - here is the 
audience for tho eistorically earliest forms of literature, 
first oral pertereance and then the classical written 
literary traditions, coexisting and interacting, and alive 
to the present day. There is the "audience" for 
non-literary lingua franca Swahili which, starting from the 
'mWXIMISPMENEWMMimmo 
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coastal locus of that fi rst group of mother-tongue speakers,_, 
spread throughout East and parts of Central Africa. Then 
there is the group constituted by speakers and writers of 
Swahili who experienced the lanvuage as an implement of 
colonial administration, including the mission-governmental - 7F 
educational system where written literary material was 
offered. Finally there is the array of Standard Swahili 
literates who read and write the language as they live thei 
daily lives in the independent nations of East and Central 
Africa. 
Naturally, there is a great deal of overlap among the 
four groups, since the span of time represented, although 
much longer in totality, could at least be represented by 
example with artistic works produced within a period 
spanning less than a hundred years. There are a number of 
Kenyan and Tanzanian coastal people today, for instance, who 
would be equally familiar with oral narrative performance, 
and with classical poetic genres; both of these literatures 
would take form in their mother-tongue dialect of Swahili. 
This same population might be familiar as well with modern 
writing in the Standard version of the language. 
Since the topic of this dissertation is a form of 
Standard Swahili writing which appeared first in the later 	I 
colonial period, and continues to flourish and grow to this 4 
day, the classical pericd is not of central concern here.  
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Returning to the theme of oppositions, and now looking at 
the audience for the writing specifically in Standard 
Swahili, the vast majority of these readers are cut off from 
the classical tradition. Considering this vast audience, 
relatively few within it possess the linguistic and cultural 
background necessary to appreciate the classical literature. 
For the majority in this type of audience, exposure to it is 
limited even in the modern educational system, again for 
practical reasons of language form and cultural origin. 
Certainly the classical tradition informed and informs 
the work of a number of first-language speakers who compose 
in Standard today, and its importance cannot be ignored. It 
is an important focus-point of scholarly work, for instance, 
in the universities of Tanzania and Kenya. Classical works, 
mostly poetry, pr - .. .ed now in Roman characters rather than 
Arabic, are c.rculating to this day in East and Central 
Africa; howev -1...-, they are of interest to this fairly tiny 
percentage of the readership, the indigenous and foreign 
students and scholars. 
In the present study, the orientation is toward the 
reading experience of the mass audience of East and Central 
African literates in the Standard form of the language. 
This group is much more likely to approach the Standard 
literary text from a literary background which is a fusion 
not only of other Swahili written texts, but also of 
:=1w 
experiences of the oral tradition; of the electronic media lir 
which have at best a limited written component (radio, film, - 
records and cassettes; in some areas, perhaps television, 
including video-cassette recorders and tapes!: and in many 
cases, especially in Kenya, of print-medium material writte 
in one of the colonial languages--for most of this 
particular group in question, English. 
Still examining from the point of view of this mass 
audience, looking now at the medium of print, the 
non-Swahili material most typically consumed may be 
characterized as a few works from the classical Western 
canon offered through the school system; a healthy minority 
of works, both popular and elite oriented, written in 
English by East and Central Africans; and popular literature 
imports from Europe and America. Different types of print-
medium outlets are the Western-style paperback books 
(hardcovers are rare) either published locally by the larger 
indigenous companies or imported; the novellas and chapbooks -4 
published locally by smaller independent publishers in forms 
somewhat less well-constructed than the multinationals' 
paperbacks; magazines, comic books, and photonovellas with 
some print content; and finally newspapers. 
Historically, this Swahili-literate mass audience is 
the product initially of the various colonial powers in the 
area exploiting the presence, coverage, and power of the 
I • 
4 
/8 
trade language, culminating with the British colonial 
administrations' development and promotion of the Standard 
version of the language starting in the mid-I920's, TI is 
possible to see the process Of Standard Swahili's rise as an 
"official" form of the language with the power of government 
behind it as both cooperating with and co-opting the natural 
development of a grass-roots lingua franca Swahili. The 
latter had been spreading to the interior since the early 
19th century. It is just that the colonial systems were the 
original mechanisms whereby a readership in this hybrid 
Standard form of the language began to be developed, and 
whereby printed materials began to be mass-produced. Post-
Independence governments continued this process, vastly 
expanding the quantity of readers through more equitable 
educational policies than those of the colonies. The 
quality of materials increased as well, and, original works 
by local authors appeared and now dominate the scene. The 
most crucial governmental decisions taken during this 
historical process were the British colonial effort to 
standardize the language, and the independent Tanzanian 
decision not only to adopt it as a national language, but to 
then back that choice with serious and apparently successful 
promotion.' 
Regarding fiction written in Standard Swahili, 
developments during the later British colonial period, and 
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after, are of primary concern in examining the specific :At 
topic of periodical fiction, as it was during this time thaOF 
newspaper and magazine as well as bookbound literature in 
Standard began to become mass audience forms. Gerard gives,=. 
a good account of the early translations of Westorn works 
into Standard Swahili, as well as the composition of the 
first original works. The latter resembled oral narrative 
transcriptions; examples are Mbotela's 1934 Uhuru wa Watumw  
(The Liberation of the Slaves), or the works of David Diva 
and Omar C.A. Sheriff.* 
The era which saw the start of modern, western-style 
writing in Swahili really begins with the appearance of 
Shaaban Robert's Kusadikika ("To Be Believable"--the name o 
a utopia), published by the East African Literature Bureau 
in 1951. 	It is the oldest from among a first group of 
modern Standard Swahili fictional works which really began 
to circulate throughout the school systems of Kenya and 
Tanzania after independence in the two countries, 
culminating eventually in the study and evaluation of these' 
fictions by indigenous academic critics. Along with 
Shaaban's above-mentioned work, his 1952 Adili na Ndukuze  
(Adili and His Brothers), published by MacMillan, would be t —t 
numbered among the members of this first wave of modern 
narrative publications that have gone on to become part of : 
the modern Swahili fiction canon; others would be Muhammad 
Saleh Farsy's Kurwa na Doto (Kurwa and Doto; EALB, 1960), 
and Muhammed Said Abdulla's Mzimu wa Watu wa Kale (Shrine of 
the Ancestors; EALB, 1960). 
From the same period,.. there are works like Yussuf 
Ulenge's Nguzo ye Maji (Pillar of Water; EALB, 1951) or C.A. 
Shariff Omar's Hadithi pa Hazina Binti Sultani (The Story of 
Hazina, the Sultan's Daughter; EALB 1950). While they too 
have gone through numerous reprintings, even through the 
post-independence period after being taken over by Oxford 
University Press, they have not attracted the same sort of 
critical attention as those of Shaaban Robert or Muhammed 
Said Abdulla. They are shorter works, fantastic tales with 
their roots in oral traditions, in these cases, Arabic/East 
African coastal, which seemed to be the characteristic of 
Standard Swahili fiction published during colonial days. 
Then with the appearance of Faraji Katalambulla's 
detective thriller, Simu ye Kifo (Phone Call of Death; EALB, 
1965), which built upon the success of Abdulla's Mzimu we  
Watu wa Kale, and which now also seems to have entered the 
Swahili fiction canon, a second and much larger wave of 
publications began. The mid to late '60's was the period 
during which the greatest number of new titles were released 
by the multinational, parastatal, and indigenous publishing 
houses alike. After that, particularly with the "oil price 
shocks' of the '70's, new publications continued to appear, 
aFT: 
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but at the approximate rate of between five and ten per 
publisher each year ; and so it continues to the present da y -
thou gh Elena Bertoncini now notes a new growth in Swahili 
fiction publishing, centered in Tanzania, be g innin g in the —, 
earl y -mid 1980'9.9 
At some point in the process of accumulating a factual.4 
back g round a gainst which to read modern Standard Swahili 
narrative fiction, it would seem appropriate to sort out 
some of this historical detail b y examinin g a judgmental 
perspective on the literary history. The eminent Swahili 
scholar, Lyndon Harries, was uniquely qualified by his 
personal experience of the scene to comment upon this 
crucial period of the beginning and the early development 0 
modern writin g in the Standard form. At this time, the 
academic literary-critical community of the Universities of__ 
Dar es Salaam and Nairobi were also in their developmental 
sta ges, and few western scholars were looking at Standard 
fiction in any depth. For the purposes of providing a 
sociologically-based critical viewpoint on the literature, 
and especially because Harries incorporated a familiarity 
with the fiction of the newspapers, certain of his writings 
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Harries' concern is to present an overview of the 
Swahili-language literar y scene of this period, to place 
this modern poetry and fiction in cultural context, and to 
account for its apparent deficiencies in comparison with 
Western literar y works. As he was someone who had been on 
the scene as a missionar y , a teacher, a researcher, and a 
langua ge polic y formulator durin g the developing years of 
Standard Swahili, what Harries had to say provides an 
important point of view on this period of literary history, 
4 
albeit generally from a colonialist perspective. Harries' 
critical concerns and observations also continue to have 
relevance today even in a literary scene which is much 
changed from the one which he was describing in the writings 
examined here. It will be seen that his views are 
embarrassingly negative, and curiously incomplete in their 
ignoring of almost all post-60's writing. Beyond provoking 
debate, however, they do contain some still-useful ideas, as 
demonstrated for instance in Albert Gerard's citation of 
Harries to be examined later. 
Several of Harries' articles under consideration 
follow the general pattern suggested above--an overview of 
the literary scene--and so those which do follow the pattern 
all eventually inevitably focus upon the works of Shaaban 
Robert, then and arguabl y still the most famous and 
respected writer of Standard Swahili. The two earliest of 
on modern Standard literature are now surve yed in some 
depth. 
The studies In question are all journal articles, and 4- 
were published between 1966 and 1976.'8 	In general, 
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Harries' articles surveyed here are of this type: "Tale 
from Tanga: A Literary Beginning," ,, and - Vernacular 
Literature in African Language Teaching,"'' both publishedi.  
in 1966. The pattern recurs with a 1359 review of some of 
Shaaban's works,'' the 1970 publication of "The Credibilityy 
Gap in Swahili," 14 with "Swahili Literature in the National-4', 
Context"" published in 1971, and in 1975 with "Shaaban 
Robert: Man of Letters. "14 
The remaining articles to be considered here focus on 
more limited topics. They are "Style in Swahili,"'' 
published in 1967; "Swahili in Modern East Africa,"'' 1968;, r_ 
"Language Policy in Tanzania"," 1969; a review of the first 
volume of Uchambuzi we Maandishi vex Kiswahili(Criticism of 
Swahili Writing)'' from 1973; and "The Nationalization of 
Swahili in Kenya,"'' 1976. These pieces will be discussed =- 
here first. They offer important background on and insights 
into the critical thinking behind Harries' approach 
specifically to the reading and analysis of modern Swahili!'; 
literature. 
The first article to be examined appeared in the 
journal Kiswahili. 	"Style in Swahili" criticizes the 
deviations from Standard Swahili to be found in two short 
stories published in a previous issue of the journal. These+ 
deviations which Harries cites mostly result from the 
interference of English, which he knows to be the language —f 
- r 
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of education of the authors in question. Another of 
Harries' articles, a purely linguistic study using newspaper 
news reportage rather than literature as its source 
material, expands on this question. 22 A key element in 
Harries' argument is the iriew that a knowledge of 
mother-tongue Swahili language, beyond the level of grammar, 
that is, for example, including a knowledge of proverbs and 
natural similes, is essential both as a resource and as a 
checking mechanism in the process of developing a Standard 
Swahili literature. This view is evident, for example, in 
the following statement from the opening section of the 
piece: 
Some African writers have a good 
understanding of Swahili grammar, but 
very little idea as to how in fact the 
Swahili people express themselves. A 
sentence may be grammatically correct, 
but still unacceptable, because the 
phrasing or syntax is not according to 
Swahili practice. 42 
The next article to be examined, "Swahili in Modern 
East Africa," is a chapter in an anthology of studies of 
language problems in developing countries. Because of the 
nature of the work in which it appears, the literary 
sections of the essay tend more toward sociolinguistic but the response was most 
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issues rather than the historical or bibliogrqphic. One 
these issues is the nature of the literature produced and 
circulated on the model of the comparatively recently 
borrowed Western forms. Harries begins by discussing 
writing ln the vernaculars: 
The best-known writers in the 
vernaculars naturally write about what 
-appeals to their own people, and 
although they may claim that this does 
not prevent them from expressing general 
human values, the foreign reader who 
knows the vernacular is more likely to 
find literary features characteristic of 
folk literature than of creative writing 
by individuals. 
This is true of Swahili literature 
where Swahili is the first language. 
With a few exceptions, creative writing 
in the vernacular by African writers for 
whom Swahili is a second language simply 
does not exist. Even during the 
colonial period various agencies 
encouraged creative writing in Swahili,  
unsatisfactory. 14 
He goes on to explain this, and introduces the special 
problem for Swahili of the 'classical versus modern literary 
traditions: 
The reasons for this literary 
barrenness were sociological, not 
linguistic. Under the colonial system 
of indirect rule, East African societies 
to a large extent remained closed 
societies, and the art of writing was 
never an African cultural activ' 7. The 
unique literary tradition of STaili 
poetry was introduced by the Arabs, and 
even to the present day this art retains 
stylized conventions which make it quite 
distinct from free creative writing in 
the Western sense.ls 
Harries was able to recognize that that tradition not only 
had not developed and kept pace with modern, national 
society, but was actually in some ways exerting a negativ 
force on the growth of literature in the Standard f- 
This is one of the major,themes of Harries descriptive 
studies of the modern scene, and it was raised a number of 
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times in zhe course of his writing on the topic; that fact 
will become evident when his other more literary-historical 
articles are examined. Another of his important themes, his 
negative view of the quality of almost all modern literature 
he had come across, is sounded in this passage: 
Since the reading matter available to 
the vast majority of East Africans 
remains Iimited to religious tracts, 
simple school texts, folk tales, 
proverbs, and the occasional thriller, 
the literary outlook in the vernaculars 
is not very encouraging. At the same 
time we find in East Africa a desperate 
shortage of educational opportunity 
combined with a pressing urge to develop 
at express speed. This has meant an 
enormous increase in the appetite for 
reading material. In Tanzania there is 
a national language without a national 
literature...." 
In the closing section of "Swahili in Modern East Africa," 
Harries also addresses the use of language in literature to 
—N 
reflect real life usage: 
The ideas, interests, and occupations 
of many in East Africa have reference to 
the world in which English is the chief 
medium of communication. It in a 
commonplace that they live in two 
worlds. Educated East Africans may 
often be heard switching from one 
language to another, Swahili and 
English, when conversing among 
themselves. There are some things they 
feel can be properly expressed only by 
using one language or the other. 
English borrowings are made at almost 
every level of Swahili speech. Popular 
literature in the press, short stories 
in Kiswahili cha kihuni, "the Swahili of 
the bums," with modern themes of crime, 
_sex, and booze, are full of English 
words and phrases. Wherever people are 
sure of their Swahili, they are not 
afraid to borrow.'' 
The mention here cf "popular literature in the press" is ye 
another of Harries' central themes, raised in the earliest 
and, for me as a researcher, most influential of his studie, 
of modern writing: "Tale from Tanga: A Literary Beginning' 
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(1966). Since the latter article is among the group which 
employ Shaaban Robert as the focal point of overview and 
analysis, full discussion of it will be deferred; but it 
will be seen that, based on repetitions in later studies of 
points first articulated in "Tale from Tanga," that article 
is the key source in Harries' writings on modern Standard 
prose. An example here, from the quote above, is the 
reference to Kiswahili cha kihuni, which first appeared in 
"Tale from Tanga" in the course of Harries' calling+ 
attention to newspaper fiction. But returning now to the 
article currently under examination, "Swahili in Modern East 
Africa," this 	the first and only time in his exploration 
of the newspaper fiction that Harries draws attention to the 
incorporation of English into this form of popular fiction 
writing. Here he offers a motivational explanation in 
addition to the reporting of an important stylistic feature 
of these narratives. 
The 1969 article "Language Policy in Tanzania" also 
contains a brief look at Swahili writing of the time, both 
literary and non-literary, but the view offered of the 
literary scene is a succinct recasting of ideas from 
"Swahili in Modern East Africa": the themes of a stagnating 
classical literature and an unsatisfying modern writing are 
repeated, and in the first linen there is even an echo of 
his concern over the stylistic influence of English on  
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Standard Swahili syntax--but here at a much more general and 
also more profound level. In the following quote, it will 
be seen that the term "Swahili literature" refers to the 
classical tradition, and "English expression" can perhaps 
more acurately be taken to mean international, Western-
oriented urban culture concerns finding original expression 
in this colonial language: 
The direction in which Swahili is moving 
Is towards an approximation of English 
expression and idiom and thought. The 
substance of most of what is written 
today in modern Swahili bears no 
relation whatsoever to traditional 
Swahili culture, nor to any tribal 
culture as we have known those cultures 
in the past. Swahili literature may be 
excluded from this revolution in Swahili 
usage because its central characteristic 
is its rigid conservatism. Although 
writers like Nyampara (sic) include 
contemporary topics of a limited nature 
in their poetry, Swahili poetry is 
generally characterized by its backward 
look. The backward look was, and still 
is, the mark of the Swahili poet, but 
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Tanz.l.nia today is a forward-looking 
nation, and this may eventually be 
reflected—but at present is not--in 
free creative literature in Swahili.... 
Swahili writers today , can hardly be 
blamed for failing to reflect a national 
culture which is only in its infancy, 
and in the field of literature the 
traditional absence of a written 	* 
creative work in the previous tribal 
life of the vast majority of the nation 
is reason enough to account for any 
reluctance to take up the pen. Not that 
there is any shortage of Swahili 
manuscripts in the publishing houses, 
but what is written is for the most part 
immature and lacking in national, as 
distinct from tribal, appeal." 
These are strong words, but understandable for the time in 
which he was writing, the late '50's, with some lag between 
the writing of the article and its appearance. However, the 
trend away from the provincial, ethnic group-based writing 
was evident beginning with the success of Muhammed Said 
Abdulle's first novel, Mzimu wa watu wa Kale (1960). During 
the period within which Harries was concerned, it was 
32 
reprinted twice, in 1965 and 1968. A detective story in the 
Sherlock Holmes tradition, but with Zanzibari characters and 
setting, it could be viewed as an essential, crucial example 
to publishers, and to other writers, of a potential audience 
for books of this type. This was confirmed by the similar 
success of Faraji Katalambulla's police procedural, Simu ya  
Kilo (1965, but also reprinted twice in 1968). 	It is a 
source of regret to me that I did not have enough knowledge 
of modern writing at the time to be able to recognize this 
possibility and to discuss it with Harries before his death 
in 1980, nor to discover his views of the merits of works by 
later writers like Balisidya, Hussein, Kezilahabi, Mkangi, 
Mohamed S. Mohamed, and Said Ahmed Mohamed: important 
writers, all of whom Harries had read, but of whom he hardly 
makes mention in his later studies of the modern literary 
scene. 
One of his objections might have been to any kind of 
overt political didacticism, certainly a characteristic, for 
example, of Kezilahabi's 1979 Gamba la Nyoka (The Snake's 
Skin). it seems to be a matter of literary rather than 
political judgment on Harries' part. In his review of the 
first volume of Uchambuzi wa Mnandishi ya  itiswahili, 
collection of literary-critical studies of modern 
Standard-language works by Shaaban Robert, Muhammed Said 
Abdulla, and Faraji Katalambulla among others, he concludes 
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with a lament over the now politically, and formerly 
religiously, prescriptive tone of the articles in this first 
collection of indigenous criticism: 
It is unlikely that a viable modern 
literature in Swahili will emerge so 
long an the centre of Swahili literary 
activity, in the broadest sense, is 
political. In Swahili literature, from 
the point of view of literary standards, 
it has always been a case of too much 
religion or too much politics. ), 
The next article to be examined here, "The 
Nationalization of Swahili in Kenya', is primarily a 
sociolinguistic study; where literature comes in is in a 
section where Harries is discussing the process of 
"secularisation" of the standard form of the language, that 
is, something like its "deculturation" in relation to 
mother-tongue Swahili of whatever dialect. The specific 
example he eventually cites is the, from the "ethnic 
Swahili" point of view, explicit sexual content in Euphrase 
Kezilshabi's first ncvel, Rosa Mistika (character's name). 
Harries opens by setting up an opposition between the 
first-language community and the Itandarli Swahili speakers 
and literates: 
In the language situation in Kenya, it 
must be realized that the Swahili people 
no longer have exclusive control over 
what is appropriate in the language. 
Not only do the Swahilis see the 
language itself as being operated in 
what for them are inappropriate 
linguistic forms, but they also see 
their language being used to describe 
human behaviour in a manner totally 
unacceptable to the Swahili community. 
...While good use is sure to be made of 
advice and direction from first- 
speakers of Swahili in Kenya, this will 
not prevent the emergence of new 
standards of acceptability based upon 
the speech of the majority.... 
...This implies a much more open 
attitude to Swahili language than 
perhaps most fluent Swahili speakers are 
inclined to adopt. 10 
This section illustrates again Harri ,, s' standpoint taken in 
the earlier "Style in Swahili" article, i.e. the literary 
critique, though here of narrative event rather than form of 
narration, from the cultural point of view of the 
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which represents the fusion of elements from a number of 
indigenous ethnic groups into the international, 
Western-style way of life to be experienced especially in 
the modern nations' major cities: 
first-language Swahili speaker. He is not actually going to 
be concerned to make a literary analysis of Rosa Miatika; 
this section and the article as a whole are reports rather 
than critiques or alternative proposals. 
Still, as the above quote seems to suggest, in this 
article there is much more a sense of accommodation on 
Harries' part to linguistic change in the Standard form from 
outside the mother-tongue culture than is evident in the 
"Style" article written almost ten years earlier. Yet also 
evident is the fact that he still brings his own intimate 
knowledge of Swahili culture, and of other indigenous 
cultures, to bear on his reading of the modern novel written 
in Standard Swahili, which is no culture's mother-tongue. 
He himself can be numbered among those who now "no longer 
have exclusive control over what is appropriate." 
While aspects of the language of narration may be seen 
ss Harries' primary concern since he is a linguist, he does 
exftmine narrative content as well. Here his examination is 
in terms of cultural authenticity, or, to put it in other 
words, in terms of relevance to the personal experience of 
the imngin.-d individual reader. 	It is not simply "ethnic" 
Swahili culture which is at ssue, but more broadly 
something like traditional culture (of whatever ethnic 
group) veraus the emerging urban popular culture scene. 
new group of renders participates in a homogenized culture 1 
Kezilahabi's little book is a good 
example. He goes farther than most 
writers with a similar non-Swahili 
African background in his use in the 
Swahili language of explicit sexual 
descriptive passages... .Actually, 
Kezilahabi does not go very far, but 
much farther than if he were writing in 
his own ethnic language, and certainly 
such farther than a Swahili writing in 
his own language for his own people.... 
There are many East Africans (usually 
those who have had some formal 
education)who enjoy a sense of 
liberation from reading such material, 
especially in a language other than 
their own. A language which Is the 
property of a relatively small 
community....ia culture-bound. The use 
of another language...frees both the 
writer and the reader from any censure 
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from his own community. Both the 
writing and the reading become a matter 
for the individual, not for the 
community, and this is still a 
comparatively new distinction in East 
African society.' 
Views like these offer an inteiguing standpoint on the 
exploration of themes like sexual behavior in any Standard 
Swahili fiction, whether it be a bookbound novella like Ross 
Kistika here, or the newspapers' single-issue and serial 
short stories which, as has already been seen, Harries also 
cites for their explicit sexual content. So this 1976 
article is yet another echo of the two 1966 articles, 
particularly "Tale from Tanga," which begin the group of 
Harries' studies which focus specifically on literary 
history and the modern writing scene, rather than on more 
general sociolinguistic issues. These literature- oriented 
articles revol%e around the figure of Shaaban Robert. 
The editor of East Africa Journal introduced "Tale troll 
Tanga" thusly: "Taban Lo Liyong's article in the December 
Journal has stirred considerable controversy including this ! 
0 additional commentary on Swahili writing today." The 
reference is to Taban's now-famous article, "Can We Correct 
Literary Barrennees in East Africa?" 22 In that manifesto, 11 	I 
Taban diet not actually have much to say about Swahili  
literature, classical or modern. The following was about 
the extent of it: "...Shaaban's Swahili poems give more 
warmth than Goethe's German ones to an East African. "3 	So 
Harries was not responding directly to points which Taban 
made in the article so much as he was stimulated by it to 
share his thoughts on the Swahili literary scene, and 
particularly the revered place in it that Shaaban Robert had 
begun to acquire. 
With characteristic wit, Harries ties his views to 
Taban's by beginning his essay with a humorous summary 
depiction of the Swahili epic hero Fumo Liyongo, whose place 
is now being taken by a new legendary figure, Shaaban 
Robert, The pun on the names and the semi-quote in the 
following passage are an far as Harries goes in direct 
reference to Taban lo Liyong'a - Literary Barrenness" essay. 
Harries discusses the process of uninformed appropriation o 
Shaaban as a literary giant by both indigenous and foreign 
scholars: 
We do not have to read what he wrote. 
What matters most is what he is supposed 
to have written..,. In East Africa, 
amidst the lamentations for a 
comparatively barren literary scene, the 
comforting word goes around, - We don't 
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have many writers, but we de have 
Shaaban Robert." 
The masses are easily deceived, but in 
our East African university colleges 
there must surely be those who can see 
the reality behind the legend. They 
must see Shsaban Robert for what he 
really was, the first in East Africa to 
urite in different genres,--the short 
story and the political allegory, the 
traditional poem ih utenzi form and the 
simple autobiography, the essay and the 
translation....He had a vision of what 
writing could be, and he was the first 
in East Africa to get down to the 
exacting and continuing task of being a 
professional writer. For this, he will 
never be forgotten in his own country." 
Traditionally, the Swahili writer loved 
to moralise. His values were the 
conventional ones. Shaaban Robert was 
in his element—and in the tradition of 
his people--when he was postulating 
moral, conventional principles of no 
individual application. This results in 
an astonishing lack of humour, and 
surely the ability to laugh is an 
African characteristic. But Shaaban's 
writings, like folk-literature, were 
functional; he wrote to Instruct rather 
than to move his readers to enjoy his 
work and smile and laugh, and this too 
Is in the Swahili tradition. For the 
modern reader, what Shaaban wrote is 
altogether. too respectable, too 
consciously improving. It is like 
reading parts of the Quran or of the 
Bible. Very goody-goody, but not really 
entertaining. It is like being in 
school 13 
This kind of balanced look at Shaaban Robert's skills and 
defects was to be repeated in the studies of the modern 
Standard literary scene which followed "Tale from Tanga." 
Having given Shaaban his deserved praise, Harries neyt moves 
to the critique of his literary abilities. This was 
necessitated by the process of mythification of him already 
in evidence by the mid-60'n: 
....His Swahili background strongly 
influenced much of what he wrote. 
MPH 	 OMMOMFMIIIMINIMIR 
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The descriptions are more formal and detailed than the 
rather humorous "Tale," but the basic theme always recurs of 
Shaaban as both an important and gifted transitional figure, 
and yet a flawed narrative artist. 
Shaaban Robert is still a highly revered figure in East 
Africa; to this day his works are "set" books in the 
curricula of secondary school and university Swahili courses 
in the Tanzanian and Kenyan educ'ational systems. He is also 
still being lionized by people who have never read his work. 
Nevertheless, many people have read his poetry, fiction, amil 
essays, and they both enjoy and have been influenced by 
statements about Shaaban seem, Harries in "Tale from Tanga" . 
and in the studies which folIceied it goes a long way towards 
1 them. His work is an acquired taste; sacrilegeous as his 
explaining both how and why this is the come; and that 
ultimately really does not diminish the true importance of 
the legendary figure. 
The other important theme of "Tale from Tanga" is 
Harries' comparison of the newspaper fiction of the day to i 
the dry, non-realistic writing of the master, Shaaban. As , 
with his analysia of Sheehan Robert, elements of this 
section of the essay which discusses periodical fiction were 
also carried to a few of the later studies, sometimes as 
direct self-quotations. 
Whiteley had called brief attention to newspaper 
fiction in Swahili, The Rise of  a National Language.'' Here 
in "Tale from Tanga," the only other early, i.e. mid-60's, 
mention of this body of fiction by a western scholar I am 
aware of, there is analysis as well as description. 
....It is extremely doubtful if Shaaban 
Robert would have approved of the group 
of writers who in the last few years 
have chosen to write modern short-
stories for the Swahili press....Writers 
like Bauazir, Vuo, Semuaiko are known to 
many in Tanzania. The Swahili they 
write in has sometimes been called 
unflatteringly Kiswahili cha kihuni, the 
language of what Americans call "the 
bums." Indeed the stories are nearly 
all about bums and tarts. Mr. Bawazir, 
who has never once to my knowledge been 
compared with Shakespeare, has expressly 
written in the newspaper Mwafrika: 
"Natoboa sin i za makahaba na makuwadi wa 
muambao wa Tanga," "I penetrate the 
secrets of the harlots and pimps of the 
Tanga coastal region."1, 
4$ 
respect, something of an innovation in 
East Africa. 39 
Next he examines the broader, even continent-wide 
implications of the development of this kind of fiction; 
At any rate, returning to Harries' argument in "Tale 
from Tanga," he goes on to make the contrast between Shaabin 
Robert's writing end that of the popular literature authors: 
ir 
....In reading these "Tales from Tanga" 
one feels that the sordid events 
described are things that really do 
happen; they are about real people. The 
amazing richness of vocabulary, 
reflecting current speech by at least a 
snall section of the community...is 
surely the expression of a reality. The 
traditional Swahili love of moralising, 
at leant in literature, is kept to a 
minimum, and sometimes, thank goodness, 
is omitted altogether, because the story 
may speak for itself. The writing is 
realistic, and for Africans to write 
realistically is. with the deepest 
These stories have much in common with 
the modern vernacular literature that is 
sold from stalls in Nigerian market-
places. It represents the beginnings of 
a modern indigenous literature, and is 
far more genuine as an art form than 
most books written by Africans in a 
foreign language. 	It is literature by 
and for the people, and that is what 
African literature should be. It may be 
limited in range, for life is not all 
"bums and tarts," but it is more truly 
African than anything written in a 
foreign language. 
....Eventually African literature must 
be completely Africanized.... When that 
day comes in East Africa it is hoped 
that some grateful thoughts will turn to 
those comparatively unknown writers who 
On the subject of these particular authors, in the 
collection of fiction under study in this dissertation, I 
found several stories by Bawszir, and one by Vuo, while 
Semwaiko is not represented.' 8 To date, I have not been 
able to find copies of the newspaper Mwafrika here in the 
U.S., or other examples of the work of those authors 
mentioned by Harries. 
              
  
considered that "the prostitutes and 
pimps" were worth writing ahout. 40 
      
of his judgment of Shaaban Robert to apply to the works of 
other authors attempting to find a place in the "elite" 
market for bookbound Swahili writing, the educational 
system: 
The idea of writing for the unseen 
reader is quite foreign to Swahili 
tradition and never existed in tribal 
society. Writing as a means of 
self-expression is equally foreign to 
East African society. Swahili short 
stories in the vernacular press are 
probably the most genuine literary 
development in the Western direction, 
while at the same time the:' are 
addressed to an African audience. The 
plots are repetitious, the 
subject-matter deals with the 
consumption'of intoxicating spirits by 
men who are invariably stripped of their 
possessions, sometimes even their 
trousers, by prostitutes, and there is 
the inevitable moral, a hangover from 
the traditional didacticism. , ' 
The present still very limited study of Taifa and Baraza  
fiction of the 60's and 70's represented by this 
dissertation is partly intended as an answer to Harries' 
call here for the valuation of the historical importance, if 
not the literary worth, of Swahili newspaper fiction. This 
1966 essay encapsulates the major arguments of Harries' 
later works on the same topic. The repetitions :nd even 
self-quotes from "Tale from Tanga" in these articles seem to 
suggest this. Even into the '70's, when he had already read 
some of the hest works from the wave of post-Independence 
St..ahili fiction publishing, to the very limited extent that 
he wrote about it at all, as exemplified, for instance, in 
his earlier citation of Kezilahabi's Rosa Mistika, Harries' 
judgment of this narrative material hardly changed from that 
which he applied to Shaaban Robert's work on the one hand, 
and to the newspaper fiction writers of Tanga on the other, ,  
Somehow he could not see the features he valued in their 
work now evident in the wave of novellas published in the 
late '60's and early '70's in Kenya and Tanzania. 
In "Vernacular Literature in African Language 
Teaching," published in the same year as "Tale from Tanga," 
1966, Harries restates the message about newspaper fiction 
in a more formal fashion, while opening up the implication( 
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The explanatory remark about the act of writing seems to be 
directed at Shaaban's work, but obviously has wider 
implications. Later in the essay, he discusses Shaaban 
Robert directly, repeating material from "Tale from Tanga": 
with an insight into his style and the influences that 
shaped his work: 
....Since texts by Shaaban Robert have 
been frequently used for Swahili 
language teaching, it may be as well to 
point out that the reason for their use 
lies in their lingulatic quality, not in 
any value they may have as literature. 
For the most part his work, as 
literature, does not justify translation 
into a Western language....As a creative 
writer Shaalann's achievement was 
comparatively a small one, but as an 
exponent of the language on perhaps a 
rather self-conscious literary level he 
deserves to he read. 42 
f 
This now-familiar judgment is echoed in a 1969 review 
by Harries of a few of the then-recently released Thomas 
Nelson editions of Shaaban'a work. In the following 
excerpt, the process of examining the Father of Standard 
Swahili literature in context is developed a step further, 
Although he is generally regarded by his 
many admirers in East Africa as a writer 
within the Swahili tradition, he is more 
properly the first Swahili writer of any 
merit to make at least a partial break 
from tradition. He is a transitional 
writer. —The foreign influence tends to 
be hidden in Shnaban's writings, because 
on the surface all of his sentences look 
so very indigenous. Whereas a less 
self-conscious Swahili writer would not 
think it amiss to include a few English 
expressions of current use in his 
dialogue, Shaaban converts everything 
into Swahili. This is not so much a 
matter of praise or blame as of the 
transitional character of Shaaban's 
writings. He had too conservative a 
regard for the origins of Swahili to be 
a realist in language or style.ti 
It is worth noting here the implications of Harries' 
characterization "the first Swahili writer of env merit.' 
- 
rt. 
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Even by 1970, Harries still had not seen work which he 
could regard as the potential successor to that of Shaaban 
Robert in the field of serious or elite-audience Swahili 
writing: 
There are festures in Shasban's writings 
which belong to the tradition of Swakiili 
Ialamic writers... ,He is more concerned 
with how people ought to behave than 
with how they actually behave....And yet 
even in Swahili less ambitious writers 
than Shaaban Robert have succeeded in 
writing realistic short stories. 
Significantly, perhaps, such stories 
have dealt only with the seamier side of 
life in which religion is completely 
rejected. This is a more recent 
development of which we may presume 
Shaaban would not have approved, but 
realism need not imply the complete 
rejection of those values which Shaaban 
held so dear.' 
He was a link between the earlier 
tradition and the modern day, but it 
remains to be seen whether what comes 
after will be as good or as strong as 
its link. 
....The legend of Shaaban Robert is in 
itself almost a part of the folk 
literature of East Africa. The fact 
remains that Tanzania still awaits a 
writer of national stature in the modern 
context. One reason for the delay may 
be that for the majority of Tanzanians 
Swahili is a second or third language, 
even though they may know it well.... 
The normal development is from the study 
of language to the study of its 
literature, but the best traditional 
Swahili poetry is in dialect, either the 
dialect of Lamu or Mombasa. It is like 
promoting the study of modern English 
with only works like Beowulf or those of 
It is apparent that the innovativeness of the Tanga 
newspaper ficionalists was not enough for them to qualify 
as much mor ,- than trend-setters, certainly not as writers 
worthy of study in their own right. Even so, the analysis 
of Sheehan is again eventually contrasted with what is 
presumably, because it echoes the descriptions in "Tale," 
the work of the Tanga writers: 
52 
Swahili writing could be, yet is not necessarily alien to 
Chaucr to depend upon, and nothing in 
between. 4, 
I- 
i 
I 
In attempting to explain the situation, then, Harries offers 	. 
additional insight into the literary scene in general, along . 
with a particularly striking analogy. 
The remark above about "serious" writing, by which I 
meant to distinguish the bookhound publishing market from 
that of the periodicals, perhaps raises the issue of whether * 
there exists in modern Standard Swahili writing a popular 
literature versus that of the elites. This kind of 
situation, familiar in the West, has been implied so far in 
the contrast between the works which take form in these two 
print-medium outlets, newspapers and books. There are 
definite differences, of course. The differing natures of 
the markets for which these works are produced would 
inevitably guarantee it. Effects on narrative of external 
forces, like the market system in which they are produced 
and consumed, are discussed in more detail in the following 
chapters. 	Still, I do not suggest such a sharp distinction' 
as exists in the West between popular literature material 
and those publications which are aimed at a highly educated 
and culturally sophisticated clientele. On this topic, 
Harries' 1971 "Swahili Literature in the National Context" 
offers an insight into this question regarding Shaaban 
Robert's work, which is as "elite" in nature as any Stands 
individualistic.,. .at least he is trying 
the mwananchi, or average (literate) citizen: 
Shaaban Robert's writings are realistic 
only in the sense that they reflect a 
real situation in which the writer is 
not so far ahead of his readers as to 
lose them altogether. He was writing 
not for the educated elite but for 
people like himself who had received no 
higher education. This is one of the 
reasons for his great popularity in 
Tanzania, a country committed to the 
principles of Ujamaa or--for want of a 
better term in English—African 
Socialism, by which any kind of 
intellectual capitalism unrelated to the 
life of the people is regarded as a 
hindrance to national development.", 
Actually, his use of the language is 
The last of Lyndon Harries' articles to be examined 
here, the 1975 "Shaaban Robert: Man of Letters," even 
though it repeats much that he had written before, still 
offers additional perspective on Shaaban's oeuvre: 
TM' 41,' 	141 	fitt 
remains unobserved. What realism there 
is in the literature is confined to the 
coastal towns, and the Swahili detective 
story is a fashion set by Muhammad Said 
Abdulla of Zanzibar, who won a Swahili 
story-telling competition in 1957 with 
his Mzimu wa Watu we Kale. 
Assessment of modern Swahili writings 
must result in the conclusion that 
Shaaban Robert was something of a 
literary phenomenon in his own country. 
He deserves better than that from his 
fellow-Tanzanians and it is hoped that, 
in time, writers of comparative merit 
will appear to build upon the foundation 
that he laid." 
This final judgment from the 1975 article is disturbing, as 
on the face of it it seems to dismiss everything written 
into the early 70's. The mention of M.S. Abdulla's 
comparatively older work in this essay also seems anomalous. 
It is possible that the article was published, unrevised, 
some significant time after its was first written. 
Even if this last word represents Harries' true 
feelings about Swahili writing, an assessment far too harsh 
for the actual state of affairs within the Swahili literary 
to express his own thoughts and, 
although he is not an original thinker, 
the fact is that, until he began 
writing, no Swahili author had ever 
written prose for the public in which 
his own ideas, however conservative, 
were expressed. This was an important 
extension of Swahili usage, and it can 
easily be overlooked." 
And again, having described Shsaban's place in the Swahili 
literary scene, Harries uses him as a stick with which to 
beat the other writers of the time: 
....(Nlo Swahili writers have appeared 
to continue from where he left off. His 
ideal of a national literature 
representing the life and thought of the 
whole country, and not only of the 
Swahili coast, is still only a dream 
....The reading public is still 
comparatively small. Writing techniques 
are undeveloped. Contemporary events, 
like the formation of centralised 
vitlages, contain the material for 
modern literature, but actual daily life 
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scene by the time of his death at the end of 1980, the basic 
thrust of Harries' analyses seems valuable to this day. By 
examining the most important Standard Swahili writer to 
date, Shaaban Robert, and Harries' perceptions of his work, 
it is possible to come to an understanding of the effects of 
the historical situation which shaped both the nature of 
Sheehan's writing, and that of the writers who came after 
him and were influenced by him. _Harries is applying the 
same critical standards to the Swahili works that he brings 
to his reading of other literature in the modernywritten 
genres. If and when a particular Swahili work doesn't 
measure up to these universal standards, Harries is able to 
account for such failings in local historical terms, and 
then does not hesitate to follow with prescriptions. 
However, Harries' apparent inability to appreciate the 
positive developments in modern fiction writing after this 
early period vitiates this aspect of his critical viewpoint. 
On the other hand, in offering the example of the 
realism and naturalness of the popular newspaper fiction 
which Was contemporary with Shaaban's work as a potential 
remedy for some of the features he finds disturbing in the 
Latter, Harries seems t) be taking a radical step. 
Certainly he is not proposing Swahili newspaper fiction as 
great literature of potentially universal appeal, nor does 
Lie seen to be predicting some future development of it into  
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that. Rather, he is able to recognize the positive and 
academically interesting aspects apparent in this kind of 
writing. It is that which, even today, may be 
controversial. 
My own reading of Harries' juxtaposition of newspaper 
fiction writing with the more serious work of Shaaban and 
the generation that followed him is that of an abstraction. 
It is a scholarly exercise in the analysis of different 
types of narrative by means of the proposition that one 
type, newspaper fiction, might be of use to the other, the 
literary heritage, even though only the latter is ultimately 
admitted to serious scholarly inquiry. 
Albert Gerard in African Language Literatures offers a 
different interpretation of Lyndon Harries' writing on 
Standard Swahili literature. Having examined and quoted the 
article, he uses reference to Harries' seminal "Tale from 
Tanga" as a sort of code for a movement towards realism, 
naturalism, and individualism apparent in post-Shaaban 
writing. Here are some of his analyses, discussing the work 
of Jehn Ndeti Sombs, a Kenyan novelist whose work first 
appeared in 1969: 
...Somba was the first Swahili writer to 
embark upon a path already well-trodden 
by vernacular authors in Southern 
Africa: the critique of the new urban 
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society... .The realistic depiction of 
modern experience characteristic of the 
Tanga tales is here combined with the 
traditional didactic purpose of Swahili 
writing." 
In the early 190's, there appeared a 
number of new Swahili novelists, most of 
them young university grnduates, who 
tried to combine the popular appeal of 
the detective novel introduced ten years 
earlier by Muhammad Said Abdulla, with 
the equally popular themes of witchcraft 
and violence, and with the didactic 
determination to diffuse ujamaa, the 
mixture of consensus and participation 
which characterizes Nyerere's brand of 
socialism. They often do so with an 
outspoken realism that is entirely 
foreign to the traditional reserve of 
Swahili writing, suggesting that they 
have appropriated the lessons of the 
Tango journalists of the previous 
decade." 
I doubt that Gerard here is suggesting that the newspaper 
stories actually directly influenced the modern writers. 
While it is possible that some authors read and learned from 
periodical fiction, and the question is worth investigation, 
my impression, based on informal discussions with East 
African scholars concerning my newspaper fiction research 
work and local perceptions of this kind of narrative, is 
that direct influence is unlikely. The implication of 
Gerard's characterizations seems to be that in terms of 
literary history, there was a recognizable trend toward 
realism; that in Western critical terms, or perhaps even 
just the ordinary expectations that the experienced literate 
brings to the reading of a narrative within one of the 
modern genres, this is a positive development; and that the 
"Tanga tales" mentioned by Harries are historically the 
first examples of this trend in modern Standard Swahili 
fiction writing. If in fact they did not directly influence 
the modern novelists, still their own works themselves 
constitute examples ithportant to Swahili literary history of 
the movement away from the classical Swahili literary 
tradition and its stylistic and thematic strictures, which 
Harries took such pains to describe in the various studies 
of modern writing examined here. 
While it is possible to piece together a fairly 
detailed picture of the modern writing scene as a whole, as 
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place in modern Swahili writing as 
possible to turn to an examination 
available, of the context in which 
possibilities it holds for further 
investigation. 
a whole, it is now 
of just what is 
it appears, and of the e 
literary and pedagogical 
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I have tried tl do myself in this chapter, it is easier to 
account for the developments within the field of bookbound 
fiction than that of the more ephemeral newspapers and 
magazines. The very nature of their particular print-medius 
outlets makes this so. How were the early Tanga writers, 
contemporaries of Shaaban Robert, able to write so 
realistically? This was one area of research I had hoped to 
explore in the field had I beet( allowed research clearance 
for Tanzania. 
Speculations about trends and cross-fertilizations 
within newspaper fiction and between it and the "mainstream' 
bookbound arena are correspondingly even more difficult to 
make; after all, in a dissertation written for Western-style 
academic readership, even the question of sheer access to 
the primary materials which are the objects of study becoset 
germane. Nevertheless, having examined newspaper fiction's 
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CHAPTER II 
NEWSPAPER FICTION IN CONTEXT 
Critical examination and discussion of a literary work 
usually disregards the publishing and distribution network 
which produces and circulates the work. The same is true of 
the economic milieu in which that network exists, or even 
the physical, artifactual nature of the text as pages, 
print, and graphics. These matters are taken for granted in 
the course of the critical enterprise; they are too far 
removed from the text as a work of written verbal art. 
However, it is a commonplace that analysis often goes 
outside of the poem, narrative, or script--for example, to 
examine the life lnd personality of the author, applying the 
results of biographical research to the perception of the 
creation itself. Other methodologies depend on political or 
psychological readings of literary texts, ultimately viewing 
them not so much as works of verbal art as types of behavior 
subject to analysis and critique in much the same way that 
ordinary actions performed in everyday reality can be 
examined. There are other critical methodologies that are 
partly or entirely external to the text, but the one that is 
of most interest to the present study is that which looks at 
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the nature of the reader, and his or her response to the 
work of art. Reader-response criticism offers insight into 
the importance of contextualizing the reading of literaturs: 
while the literary work of art is still the ultimate object 
of investigation, the process of reading itself is now also 
examined. 
Jane P. Tompkins' Reader Response Criticism,' an 
anthology of scholarly article relating to this area of 
literary criticiam, provides both an introduction to and a 
broad overview of the enterprise of focusing on' reading in 
the analysis of the literary text. To cite one example, in 
her preface, Tompkins surveys the works she has included, 
and in the course of describing an article by Jonathan 
Culler, "Literary Competence." she makes the following 
characterization of his argument: 
The shape a text assumes for its readers 
is determined not by the text itself but 
by the complex of sign systems readers 
conventionally apply to literature.... 
Culler's focus on the internalized 
system of rules that make literature 
intelligible to us locates the 
organizing principle of textual 
interpretation not in the reader but in  
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the institutions that teach readers to 
read. 2 
Even in this summary view it is possible to recognize the 
importance of taking the readerly context into account at 
some point during the analysis of the literary text. When 
the researcher ponders over such notions as who the reader 
of the text is, how he or she comes to the ability to 
experience the work, and what the very nature of the process 
of reading involves, insights into the artistry of the text 
itself can be stimulated, if artistry is visualized as the 
system of strategies employed in communicating with a fellow 
reader. 
In the present study, focusing on contextual matters 
may not be given as much emphasis as the analysis of the 
texts of stories themselves, but, especially since a 
relatively obscure and ephemeral foreign-language fiction is 
the object of investigation, some attention to how and where 
and why it appears is necessary as well. Even if the goal 
is primarily to demonstrate both the literary artistry and 
the pedagogical possibilities of the Swahili periodical 
fiction available to a foreign audience, it must in any case 
be acknowledged that the contextual background information 
which is known, and the curiosity about that which is 
unknown, both certainly shape the perception of the 
narratives themselves. 
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Asking and answering contextual questions is part of 
the process of discovering the power of these narratives in 
everyday life. For instance, to say that a certain number 
of people with certain attributes in common produce or 
consume this fiction is to make value judgments that reflect 
on the work itself. 	In the reading process, the literarily- 
imagined experience available in these fictions is somehow 
integrated with or accomodated to lived and dreamed 
experience. To the extent that the reader is conscious of 
sharing such an e<perience with others, a community ta sorts 
comet into existence, an audience t,hose members need never 
meet. 
Generalizations about this community of readers may be 
made on the basis of the text; Wall ,. er Gibson's proposal of • 
_k 	"mock reader" is an example of this approach. , In this 
method, the writer is visualized as addressing an idealized 
audience-member who is labelled the mock reader, and the 
actual, reader tests his or her willingness to become this 
mock reader for a particular work. "A bad book, then, is a 
book in whose mock reader we discover a person we refuse to 
become, a mask we refuse to put on, a role we will not 
play. " 4 	Though such a response begins with material from 
within a certain text, by implication similar judgments can 
be made on the basis of factors outside the narrative, such 
as the medium by which it is conveyed. Newspapers 
themselves may come into question as sources of material 
worthy of scholarly study. 
For example, the student of this literature looking at 
the whole range of available Swahili newspaper fiction would 
probably assume that he or she is dealing with a mass-
audience literature. Such an assumption would follow not 
necessarily from perceptions of the style and themes of the 
narratives themselves, but from preconceptions about the 
very medium through which the stories are made available to 
their audience, and about the socio-economic structure which 
that medium's existence entails. Now, to approach a 
literature as a popular or mass-audience form may imply that 
a critical judgment has already been made, and may involve 
bringing certain biases or expectations to any further 
examination. Based on experience of Western forms, two 
levels of literary production might be assumed, and the 
mass-audience material would then be visualized in contrast 
to a literature by and for, the educated elite. There would 
be an expectation that elite literature would not appear in 
newspapers or mass-audience entertainment magazines. 
The immediate response to such a suggestion is that 
these sorts of assumptions should not be applied to the very 
different economic and social situation of'Swahili 
fiction-publishing in Kenya, or Tanzania for that matter, as 
compared to the fiction industry of any particular Western 
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society. The literary quality of these narratives is not 
necessarily predetermined by the print medium outlet throuA 
which they appear; it should rather be assessed on a 
case-by-case basis. The very markets for fiction differ. 
There is currently not much of a market for adult-oriented 
bookbound Swahili fiction that is not part of the 
educational publishing apparatus, though from time to time 
an author will try to self-publish and distribute the books . 
himself (so far, all such examples of which I have knowledge 
are male writers). The newspapers' willingness to publish 
fiction makes them the only real alternative to the school 
market. 	In Kenya, they are also the only outlet available 
for short fiction written in Swnhili. 
Paralleling the concern to develop a picture of the 
literary scene, it is also no:risible to produce an idea of 
the production and consumption system which precedes the 
literature, and the critical reaction to it, as a necessary 
antecedent. There are writers, publishers, distributors, 
educators, and finally readers of a given type of fiction; 
it is possible to start with any one of these links in the 
chain and follow it to the next in the production-
consumption cycle. For example, if the previously-cited 
view is taken of the reading process as a matter of 
employing learned semiotic systems, the importance then of.' 
knowing about Kenyan education of newspaper fiction's  
primary audience is apparent. The school is therefore the 
first link to be examined here, as it relates to the 
propagation not only of the literature but of the Standard 
Swahili language itself. It is by means of the people and 
Institutions that make up the educational system that 
potential readers of Swahili newspaper fiction are trained. 
Acquiring a picture of the Kenyan Swahili educational 
scene entails some historical investigation, and Whiteley's 
classic study, Swahili, the Rise of a National Language, is 
again here the introductory source. , Although it does not 
provide much in the way of description specifically of the 
post-independence role of the language in the school system, 
it does offer both a comprehensive description of the status 
of Swahili in Kenyan national life, and a cogent 
explanation, historically based, of thc reasons why it has 
acquired that status. 
Several generalieations can be made on the basis of 
Whiteley's account. Because of the particular pattern of 
trading from the coast to the interior which developed in 
precolonial times, Swahili had not spread as a trade 
language in what eventually became the nation of Kenya to 
anywhere near the extent that it had in Tanganyika and other 
east and central African territories. Also contrasting with 
the case of Tanganyika, Swahili was not univerally promoted 
in the Kenya colony's educational system by the British as 
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it had been by the Germans in their colony to the south. In 
Kenya, educational language policy was in a state of flux 
for most of the colonial period. Whiteley summarizes the 
Kenyan colonial picture thusly: 
In practice, Swahili wan widely used by 
officials and unofficials alike to suit 
adminis*rntive convenience, but its 
relegation in many contexts to the 
status of a basic means of communication 
won it few adherents, and reactions were 
not slow in coming. In education it was 
used both as a medium of instruction and 
taught as a subject, but nowhere was it 
surrounded with an aura of prestige 
comparable to that of Englinh. 6 
Still, Swahili continued to spread in colonial Kenya, mainly 
because of its value and power as a lingua franca. 
According to Whiteley, in the post-independence language 
picture, "Kenya recognizes that Swahili is--for a large 
proportion of Nairobi's residents—the important language o( 
communication and perhaps also of 'pop' culture..." 
A book which Whiteley edited, Language in Kenya,' 
contains such more specific information on the topic of . 
Swahili literacy and language education. This collection of 
scholarly articles is divided into three parts. Part one, 
entitled "The Language Situation," begins with Whiteley's 
own "The Classification and Distribution of Kenya's African 
Languages." Swahili is first discussed as one of many 
Kenyan languages in the first three subsections of this 
study. These deal respectively with classification, 
distribution, and language use in the multilingual context. 
However, there is an additional fourth subsection, entitled 
"Swahili in Rural Kenya." Here Whiteley speaks to the issue 
of Swahili as a national language, and in this subtitle it 
seems to be set in contrast to both mother-tongue Swahili of 
the coast and the language of urban life characterized in 
the quote above from "The Rise of a National Language." As 
with that earlier work, this particular segment also focuses 
primarily on the general description of the history and 
current situation of Swahili use in Kenya, or, in terms 
specific to this dissertation, in creating a picture of 
Swahili literacy and of the potential readership of 
Swahili-language fiction. Many other articles in the 
anthology also mention.Swahili in its function as a national 
language in Kenya, and add to this general readership 
profile. However, it is the third and last part of 
"Language in Kenya," entitled "Language in Education," which 
contains the information specific to the issue at hand: the 
examination of the role of education in the Swahili 
newspaper fiction production and consumption cycle. 
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The first article, "The Pevelopment of Language Policy 
in Kenya with Particular Reference to the Educational 
System," by T.P. Gorman,' provides an historical overview 
which establishes the general linguistic and educational 
context in which literacy in Standard Swahili specifically 
developed. The history may be summarized as follows: first, 
missionaries, then officials of the colony as it came into 
being, were inclined to use local ethnic languages as 
initial media of instruction in primary schools. There 	t 
at the initial stages of formal, Western-stylq education in 
Konya, the pedagogical conviction that, from the very 
beginning, instruction should take place in the pupil's 
mother tongue. However, there was a continuous shortage 
both of teachers who could offer advanced instruction in the 
local languages, and of instructional materials in these 
vernaculars. 
Swahili tended to be taught early as a subject and 
then, AS competency was developed, it became the medium of 
instruction in the place of the local language. However, 
there was also A great demand on the part of students and 
parents for the use of English in education to the greatest 
e::tent possible, so there was a continuing conflict between 
the use of one of these two languages as the medium of 
instruction. Swahili was the colonial lingua franca, and 
more teachers were able to use Swahili than English as an  
instructional medium. On the other hand, English had merc 
prestige, based on the reality that development of skills 
the colonial language would lead to greater economic, 
political, and social rewards than would competency in 
Swahili. Over time, a definite trend toward the earliest 
possible introduction of English into the educational syst 
resulted in Swahili being phased out as the medium of 
instruction in even the primary schools. In 1961, the 
Immediate pre-Independence period, the decision was made t 
use English as the medium in Nairobi primary schools. By 
1963 there were 290 African primary schools which used 
English-medium classes, a method referred to from 1964 on 
the New Primary Approach.'" 
In independent Kenya, the New Primary Approach was 
eventually modified somewhat so that teachers were trainee 
and materials developed to enable the adaptation of the 
approach to allow certain vernaculars, one of which was 
Swahili,'' to be employed in early primary grades instead 
English. Swahili is the medium of instruction only in th, 
schools which serve populations of mother-tongue 
speakers, whether on the coast or in certain neighborhood , 
of Nairobi, Pumwani for inatance. The ultimate goal in a , 
Kenyan primary school, however, still remains that of 
substituting English as the medium of instruction as soon 
possible. At best, Swahili can he seen as receiving stro 
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promotion as an important subject, with its instruction from 
time to time and from place to place being compulsory. 
However, no mandatory, nation-wide tests exist which are 
given to all students at certain fixed stages in their 
progression through the school system. There is therefore 
no strong incentive for every single Kenyan student to study 
Swahili language and Literature as a national language. As 
a subject in the higher grades of primary school, and in 
secondary school and university courses, it stands as a 
specialization option to be chosen or not by the'individual 
student. 
Other articles in this "Language in Education" section 
of Whiteley's anthology are R.J. Hemphill's "Language Use 
and Language Teaching in the Primary Schools of Kenya," and 
finally another effort by T.P. Gorman, entitled "The 
Teaching of Languages at Secondary Level: Some Significant 
Pro6lems." Both articles are based on language-use surveys, 
and both offer detailed views of the role of Swahili in the 
Kenyan primary and secondary schools in addition to 
information about the presence of English and the 
vernaculars In the nation's classrooms and school libraries, 
Regarding Swahili, it is possible to make some gen-
eralizations from these studies concerning the development, 
first, of basic literacy in the language, and then of the 
habit of reading literature 55 a leisure activity, which 4  
terms of this dissertation are viewed as the requisites for 
the maintenance of a newspaper fiction production-
consumption cycle. 
One generalization is that at the time of the surveys, 
1968 through 1970, there were not enough qualified and 
motivated teachers of the language available, nor a 
sufficient quantity and variety of teaching materials. 
Because this situation is a result of economic, social, and 
political factors which have not changed nignificant/Y in 
the time since, this generalization applies to the present 
situation of the late 1980's and that of the immediate 
future as well.ii Swahili as a compulsory subject in the 
schools is a law of the land and the goal of the educational 
system in theory, yet it is not always accomplished in 
practice partly because the human and material resources 
necessary for its accomplishment do not exist. 
Where teaching and materials are present, at the time 
in question, still not all Kenyan Swahili students were 
following the same instructional plan at the same time. The 
initial experience of secondary school can be visualized as 
the crucial point of transition from the local to the 
regional, or even national, academic instution on the part 
of those students talented and fortunate enough to move on 
to this stage. The lack of a universal primary school 
Swahili program therefore inevitably results in a 
situation 
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where widely varying levels of language competence and 
experience of literature would be represented in a given 
Swahili class at the regional secondary achool level. There 
is then an additional problen, even where language and 
literature materials are available, of matching them to 
students' abilities in a particular secondary-level class or 
school. 
There is movement towards national standardization of 
the Swahili literature curriculum. The Kenya Institute of 
Education continues to make progress on developing teachers' 
guides and national primary and secondary school syllabuses. 
As for these syllabuses, the process of choosing books for 
the primary and secondary school courses naturally has a 
great effect on the publication or fiction. In the course 
of testing Swahili as a subject at various stages in the 
educational system, certain works of literature are 
announced beforehand as examination topics; teaching is then 
focused on these "set" books, which thereby have a 
guaranteed market. The syllabuses and guides also contain 
lists, of recommended books to be used as supplementary 
materials in the classroom and in school libraries. Sales 
of those titles are also thereby stimulated. 
I have not been able to discover, however, whether any 
Kenyan Swahili teachers or schools make use of newspaper 
fiction as supplementary instructional materials. In any 
case, there is no policy concerning this alternative which 
has been put forward by the K.I.E. or any other government 
educational bureau, nor has there been any widely-reported 
news of the employment of this pedagogical strategy on the 
part of individual teachers. 
Regarding the use of newspapers as a language teaching 
tool--but not necessarily as a source of literary material 
per se--the situation is different in the West, at least in 
the United States. Fiction is represented in a recent 
second-year level text which makes use of an excerpt from a 
Taifa Weekly  detective serial.ss Also, two newspaper 
"readers" recently became available, one at the elementary 
level and the other at the intermediate, consisting of 
non-fiction excerpts from the Tanzanian Swahili daily, 
Uhuru.ls There must be countless examples of Western 
Swahili teachers making use of newspaper material, if not 
fiction itself, in the classroom; there are probably a 
number of other cases of the excerpting of newspaper 
material for the purposes of developing instructional 
materials. In fact, the earliest such example I have seen 
is a U.S. Foreign Service Institute manuscript from 1966. 1 s 
The point is that, at least in terms of language 
instruction, U.S. educators have from time to time viewed 
Swahili newspaper material as a potentially valuable source 
upon which to draw in developing proficiency in the 
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language. The issue then becomes whether newspaper fiction 
has value in he Is.nguags classroom h.synnd the level of 
basic sampling of different types of printed discourse, one 
of which might happen to be imaginative narrative, in the 	I , 
course of language instruction. Should newspaper fiction 	1! 
also be studied as a type of verbal art worthy of serious 
study and analysis? 
At any rote, in Kenya the education system produces 
Swahili literates who then choose on their own whether to 
read the newspaper fiction in the language. The relevance 
of this issue here is to the question of whether a popular 
literature, particularly a popular fiction, exists in 
Swahili. The crucial role of the educational system in the 
creation of a market for Swahili fiction influences writers 	U. 
to try to capture a niche in this particular type of 	• 4. 1 , 
environment by tailoring their writing to what they perceive , 	I 
are the needs and desires of the people involved in running • 
the system. No bookbound Swahili fictional work has sold 
more than a few thousand copies in Kenya unless it has been 
a set or recommended text for the schools. 
What is published in the newspapers has its own 
constraints, but these are not entirely the same as those 
applying to works targeted toward the educational market. 
The situation therefore sets up an interesting area of 
possihle inquiry: 	the comparison of the bookbouad text with 
that of the newspaper. A study could focus, for instance, 
on an area such as the depiction of behavior which is 
anti-social, like alcohol abuse or successful criminality, 
or on behavior which is socially defined as ideally 
restricted to adults, like sexual activity. It is possible 
to generalize to the extent of saying that such depictions 
are usually absent in fiction intended for study in the 
schools, but that they are permissible, if not always 
present, in newspaper stories. At this stage in the 
research, the latter is only an hypothesis based on 
experience of the texts. what is needed for a more 
definitive answer, and a fuller description, is a systematic 
study of the two differing markets' hypothetical effects on, 
say, language use, choice of appropriate themes, and 
permissible development of those themes: a study where such 
targeted material is rigorously identified, tagged, and 
compared. The analysis would therefore be text-based. 
In the course of field research, an attempt was made at 
a non-textual investigation, through a systematic gathering 
of data on both readership and authorship of Swahili 
fictional and dramatic printed narrative circulating in 
Kenya. Though some interesting material was obtained, the 
two studies do not purport to have any scientific validity. 
At best, the intentions behind the attempts, the process of 
conducting the two exercises, and the stimulating nature of 
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some of the responses, may function as a scrt of coda to the 
main line of critical analysis of the specific texts 
themselvet. 
As the characterization above indicates, the focus on 
the product of the production-consumption cycle in relation 
to the people surveyed was very broad: Swahili stories, as 
printed narratives, and even including published plays in 
bookbound form for school use. The relevance of the 
resulting collection of data to the particular concerns of 
this dissertation lies in the fact that the readership 
survey was begun by means of an advertisement in a 
newspaper, Taifa Weekly, and certain individual responses 
did happen to concern newspaper or periodical fiction. 
Similarly, the writers' survey netted several responses from 
—A authors who had had stories published in periodicals. As 
for the value of understanding intentions and processes, 
this has more to do with the underlying assumptions of the 
methodology of literary analysis evident elsewhere in the 
present study, and therefore should be addressed first 
before moving on to a brief examination of the surveys 
themselves. 
The methodology of the surveys, both of which were 
conducted by mail, reflects a basic concern that this kind 
11/P. of background research, of matters extrinsic to the 
narratives like authorship and primary readership, should 
somehow still connect with, or perhaps parallel, those 
fictional texts. That is, real people write these stories 
and real people read them, and this relationship of artist 
to audience is accomplished through the medium of the 
typically private, interior, isolated processes of both the 
composing and the interpreting of written discourse at the 
individual's leisure. 	It seemed fitting to open a similar 
relationship of communication, interaction via the written 
word, in the very process of inquiring about readership and 
reading. In investigating who reads, and how they react, 
the form chosen for the surveying was actually an exercise 
In posing the same written questions to a number of 
different people, in parallel to the way that the same 
fictional text is available to and variously apprehended by 
a multitude. 
A similar approach was taken in soliciting information 
from writers, in that all confronted the same text and were 
asked to respond to it with counter-writing, but this was 
done in English, for reasons of efficiency (see the 
introduction to Appendix 3, which contains the text of the 
cover letter sent to Swahili fiction writers along with the 
questionnaire forms). While I never met any of the readers 
who filled out survey forms, I did conduct oral interviews 
with some Kenyan writers of Swahili fiction, Even so, I 
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still eventually gave them copies of the authors' 
questionnaire and asked for written responses. 
From among the writers who responded to the survey, the 
completed questionnaires of those who had had stories 
published in newspapers or magazines are included in this 
dissertation in Appendix 3. A total of fifty forms were 
sent out, but I do not know how many were actually received. 
I mailed forms to the nine writers of newspaper fiction who 
had had their work published in Taifa'keekli or Baraza  
during my stay in Kenya, and also to two others I knew of 
before I began my research, Eddie Ganzel and Oman i Chambati. 
The remaining thirty-nine survey forms went to the writers 
of bookbound novellas, short stories, or plays. Some I 
wrote to because their works were already available in the 
West; others I became aware of only during the course of my 
fieldwork. Basically I sent questionnaires to authors who 
seemed to have achieved some success: they had won a 
literary prize, for example, or had had several titles 
published, or had had multiple printings of a title. 
Several Tanzanian authors found the cover letter to be 
ambiguous and wrote back to inform me that they were not 
responding because they weren't Kenyans; probably others 
made the same decision but didn't write back. 	In all, over 
the next year and a half I received 19 completed survey 
forms, from the following authors: May Balisidya, Joseph  
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Wakamburi Benjamin, Kateta Charo, Faraji Dumila, Benson 
Gahaku, Osman Hussein, Jay Kitsao, I.C. Mbenna, Azizi 
Mchangamwe, Frank Mpendani, M.M. Mulokozi, Farouk Muslim, 
J.A. Mwangudza, Joseph Ndung'u, Caleb Ogejo, Halfan Oman, 
J.M.S. Simbamwene, John Ndeti Samba, and Zachariah Zani. 
I was also able to gather information about three other 
authors from personal interviews. They were Njogu Gitene, 
writing under the pen-name of Daniel Ng'anga, whom I 
interviewed in his capacity as an independent publisher; 
also from Mr. Gitene, I received a biographical profile of 
one of the authors he'd published, Mary Wanjiru Njai; and I 
was given much information about the by then deceased Peter 
Munuhe Kareithi, of Kaburi Bila Msalaba fame, by his second 
wife. 
Of the authors who returned completed forms, Dumila, 
Hussein, Mchangamwe, Mpendani, Muslim, and Oman i have had 
their works published in Taifa Weekly or Baraza, so their 
survey responses are the ones included in the third 
appendix, each within the matrix of its English-language 
survey questions. At the time I was sending out the 
4uestionnaires, I was unaware of the fact that Farouk 
Muslim, in addition to his play Mbio za Sakafuni, published 
in bookbound form by East African Publishing House in 1976, 
had also written for Taifa  Weekly. His questionnaire 
response was therefore an unexpected addition to the group 
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included in the appendix. The six writers included in this 
appendix represent only a small percentage of the number of 
different authors published in the two weekly papers over 
the years. Because of the widely varying backgrounds of the 
six authors included here, I feel their survey responses 
provide an interesting, if not representative, cross-section 
view; but I do regret that I do not have questionnaire 
responses from Omani Chambati and Eddie Ganzel, 
Ironically, I also do not have' one from James Isaac 
Mwagojo, the paradigm of the newspaper fiction writer, whose 
work was chosen as the analytic focus of this dissertation. 
The lack of an autobiographical exercise on his part of 
course did not prevent my choice of his particular stories 
for close examination. That reflects a perhaps purely 
personal establishment of priorities in the critical study 
of these fictional works: the enterprise of gathering and 
studying authorial biography or autobiography is interesting 
in itself; if pursued it will inevitably have an effect, 
possibly an illuminating one, on a reading of a particular 
author's work; however, in the final analysis, it is not an 
essential part of, or process in, the experience of this 
particular art form. This is the consequence of subscribing 
to a critical viewpoint which is grounded in the assumption 
that it is the author's narrative, not his or her life,  
which is offered for a reading to any literate who can 
manage to gain access to the text. 
A reading of the completed questionnaires by the six 
writers included here shows widely varying educational 
backgrounds, as well as current professional occupations. 
Farouk Muslim is on the Law Faculty at the University of 
Nairobi; Faraj Dumila and Azizi Mchangamwe are journalists. 
Frank Mpendani seems to have been a secondary school 
student, and Asuman Hussein an irregularly-employed Harambee 
secondary school teacher; Halfani Omani was a sailor. What 
is more important here than the potential for specific, 
biographically-based critical valuations of these writers' 
works is simply to note the range of artistic possibilities
within the fiction as a whole which this material suggest. 
Many levels of competence are represented even in this 
sample. 
Similarly, in the exami:,ation here of the survey of 
readers of Swahili fiction, the intent is to try to create a 
slightly more vivid picture of the primary audience of 
newspaper fiction, even though the assumption is that 
knowing the local scene is not essential to the realization 
of this particular reading-writing art form. But proceedint 
from the concern to acknowledge that the artistic or 
aesthetic process of writing and reading does not take plac# 
in a vacuum, such material is considered. As with the stud 
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of the author, so also knowledge of the nature of the 
audience can inform the writing process, or the analysis of 
the. text, or the analysis of the society and the economy 
within which the narrative takes form and without which it 
has no purpose or meaning. 
The fact that Swahili newspaper fiction is written for 
a local reading public, and this study of it attempts to 
bring it to the Western-style academic community, further 
complicates matters. Even so, the common ground between the 
two differing audiences is the fact that their literacy in 
the language and their access to the works are ult,imately 
the only things that are absolutely necessary to some 
aesthrt!c e:,,,orlerrienf the e,torieq. 	For the academic 
audience, e.r; 	 remitrig based 	a 'etnowledge of the 
conditions which give rise to the fiction is a reasonable 
goal, yet a crucial underlying assumption here is that as 
works of written verbal art these stories can survive even 4 
reading uninformed by local context. 
Perhaps partly at issue here is the question of their 
use as language-teaching materials. As suggested earlier, 
the newspapers are seen by Western academics as a valuable 
classroom resource. If fiction published in the press is 
employed by the language teacher, it may not even be 
presented or studied as literature per se, much less as a 
literature grounded in a complex cultural environment. 
Personally, an impression obtained from the readers' survey 
to the effect that many people seemed to read for the 
specific purpose of developing their language skills, in a 
sense legitimates this type of reading of the text, even if 
it is non-literary. 
Specifically, one of the questions on the survey asked 
"Kea nini wewe husoma hadithi hizi? Kwa kujistarehe, nu 
kujifunza, au sababu nyingine, au sababu hizi zote?" [Why 
do you usually read these stories? For enjoyment, or to 
learn, or other reasons, or all these reasons?) Though in 
the wording of the question presumably given the option to 
indicate some sort of aesthetic motivation to read, many 
restricted their response simply to "kujifunza" (to learn). 
It should be remembered, however, that the informants were 
responding to a question about fiction in general, not 
newspaper stories specifically. But as has been mentioned 
already, apart from these stories published in newspapers 
and magazines, most Kenyans' experience of Swahili fiction 
comes in the classroom, and that perhaps goes some way 
toward explaining this particular survey response. 
Of course, only a small sample of readers was covered 
by this survey. What of the potential reading public as a 
whole? Without a consistent policy toward the promotion of 
Swahili as a national language of literacy in the nation of 
Kenya, it in difficult even to estimate the number of that 
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country's literates in the language. Everyone who manages 
to go through even a few primary school grades theoretically 
get; enough exposure to the language to acquire the ability 
to read simple texts. Even if figures on numbers of 
students of the language and the levels they achieved were 
forthcoming, the issue of who among them are actual readers 
of Swahili fiction, and of newspaper fiction in particular, 
would be another separate item for speculation. 
In the realm of numbers, the only fairly readily 
available figures are those of circulation of the Swahili 
weeklies; even these are somewhat dated and do not * a fford a 
basis for an estimate specifically of their fiction 
readership. In any event, the latest figures available to 
me on circulation are: 	for Taifa Weekly . , 79,761; for 
Baraza, about 50,000. 14 As a basis for crude comparison, in 
1978 I was told by an editor of Heinemann Educational Books 
in Nairobi that titles in their Swahili series were printed 
in runs of 4,000 copies; of their catalogue, only a few 
works have gone into multiple printings. 
What a comparison like that suggests is only that many 
more readers are at least presented with the opportunity to -- 
read Swahili narrative fiction which is published in 
newspaper rather than in book form. 	Apart from the present 
work, there do not seem to be any other reported 
investigations of Swahili readers of any type, but there are 
a few studies of the Kenyan public's English-language 
reading habits which are helpful in coming to an 
understanding of the overall literary readership scene. 17 
To the extent that the content of the two literatures 
intersects, perhaps also the readership does as well. Man 
respondents to my own survey cited English-language writer 
and titles in response to a question inquiring about their 
own favorite fictional works. 
Regarding the readers' survey, the texts of the 
materials sent out to prospective informants are also 
included in Appendix 3 immediately following the writers' 
survey; since these readers' forma were in Swahili, 
translations are Included. After an initial 30 responses 
from around the country, the remainder break down to the 
following groups: 9 female secondary students from Nyeri, 
male secondary students from Kitale, 11 male secondary 
students from Fort Ternan, 8 upper primary school students 
from Lamu, 18 mixed-group respondents from Maseno, 20 malc 
upper primary students from Takaungu-Kilifi, and finally 4 
males from Wodanga. All of these groups could be traced t 
one of the original 30 respondents as the source of 
information about the survey, and indeed some cited the 
person in question as a reference in making their own 
request for a survey form. As for that last group includf 
in the formatting of the data, I eventually realized that 
PHIPTM" 
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had an inordinate number of requests from Wodanga ("via 
Kisii" was the postmark), a village I have to this day not 
been able to locate on any map. By the time I took action 
and began responding to requests from Wodanga for more forma 
with a letter apologizing for the termination of the survey, 
I had perhaps thirty completed forms from the village. The 
completed questionnaires could be divided into four groups, 
within each of which were responses identical in wording and 
handwriting, though the names of the individuals were all 
different. The thought that this mild swindle was 
accomplished by means of Swahili literacy more than made up 
for whatever inconvenience was involved. 
I make the following generalizations based on the data 
collected during the survey of readers. First, along with a 
general increase in detail and scope of response as a 
function of an individual respondent's educational 
background, the higher the formal educational level 
achieved, there was a corresponding increased tendency to 
cite the two Swahili weeklies as sources of fiction in the 
language. However, it must be mentioned that a few such 
responses also included reference to a Swahili-language 
religious newspaper, Lengn, which to my knowledge does not 
publish fiction, so the question meant to elicit information 
about newspaper fiction reading in particular may simply 
have been misunderstood. 
Second, for all types of Swahili fiction, specific 
mention of titles or authors was relatively low compared to 
the amount of detail provided in response to other survey 
questions. It was even low, for instance, in comparison 
with the ability or inclination to cite the names of 
memorable narrative fictional films or television programs. 
Specific to periodical material, no recognizable fiction 
titles were mentioned; newspaper story authors, however, 
were represented by Asuman Hussein (Baraza) and Azizi 
Mchangamwe (Taifa  Weekly), and each got several mentions. 
Both had stories running during the period in which the 
survey was conducted. 
Lastly, this small sample of Swahili fiction readership 
gave the impression of a bi- and sometimes even tri-literate 
public which was accustomed also to experiencing narrative 
conveyed via the electronic media. Practically every 
respondent, rural as well as urban, had seen film and 
television narrative fiction, as well as the commercial 
advertisements--many of which could be characterized as 
fictional narratives themselves--that are common 
'accompaniment to the stories available in both the movie 
theater and the television broadcast. Even in the small 
sample represented by this survey of readers, Swahili 
fiction in the newspapers has to be viewed as just one cf 
several sources of narrative in modern Kenya. 
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In conclud1ng this overview of the contextual aspects 
of Swahili periodical fiction in Kenya, the sources 
themselvel; need consideration. To begin with, the two 
Kenyan Swahili newapapera Barsza and Taifa Weekly were 
chosen as topics of study here not only because they were 
known to be traditional, long-standing outlets of fiction, 
and therefore contained literally hundreds of stories, but 
also because they represent the most accessible source of 
periodical fiction available to the U.S.,,academic community. 
The very existence of this dissertation's bibliographical 
study of the primary texts, represented by Appendices 1,' 
Taifa Weekly fiction, and Appendix 2, which lists fiction 
published in Barsza, was made possible by the ability to 
borrow microfilms of the newspapers from the Library of 
Congress. The purpose of the appendices is to assist others 
who might wish to consult those microfilms in order to 
access the stories for themselves, though the listings are 
also meant to stand by themselves as at least some 
indication of the potential scope and richness of the 
fiction available. 
It might be noted here that the Library of Congress is 
not the only U.S. national source of a collection of these 
two newspapers; it is just that it is apparently the only 
4\ one which allows for interlibrary loan of its microfilms. 
Indiana Univeraity, the University of California at Los 
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Angeles, and the New York Public Library have subscriptions 
to Taifa Weekly;'' Northwestern University has a collection 
of Baraza originals and microfilms, and also began a 
subscription to Taifa Weekly in late 1986. 
Historical information about the two papers is sketchy. 
Baraza was first published in 1939 as the weekly Swahili-
language subsidiary of the English-language East African  
Standard. The latter dates back to 1902, and has gone 
through several name changes over the years, but is still 
published today in Kenya by its' owner, the British 
multinational Lonrho. Baraza was published continuously 
until the Dec. 27, 1979 issue; currently I have no 
information on why it ceased publication. The Library of 
Congress collection, and Northwestern University's copy of 
it, begins in 1966. Fiction was published irregularly 
during the period covered, as is evident in the 
chronological listing in Appendix 2; a total of 75 stories 
were collected from this source. 
Taifa Weekly is a publication of the Nation Newspapers 
group, East African Newspapers, Ltd. This company is owned 
by the Aga Khan, the head of the Ismaili Muslim sect. There 
is a daily version, Taifa Leo, as well as a Tanzanian 
edition that, as far as I can determine, carries Oe same 
fiction as the Kenyan one. Conflicting dates of origin are 
given by two bibliographies consulted: one says 1958, the 
  
in the collections. Before embarking on that examination, 
however, it must be acknowledged that there is more to the 
periodical fiction scene than has been indicated thus far. 
Although, as far as I can determine, it is not 
currently possible to attain public access anywhere in this 
country to some of the other Swahili-language mass-market 
serial publications from Kenya, that is not to say that none 
exist, or more accurately, existed. Speaking of Swahili 
periodicals publishing in the 1950's, Whiteley says: 
There was also a quite remarkable 
proliferation of Swahili newspapers 
during these years, even more than in 
Tanganyika, but whereas a majority of 
the Tanganyika papers were produced in 
the regions, as many as three-quarters 
of the Kenya papers were published in 
Nairobi, and were altogether more 
ambitious in their presentation and 
content. The weekly Tazama had a 
circulation of nearly 17,000 in 1954, 
and one of the incentives for reading it 
seems to have been its fiction content, 
which included the serialization of a 
Peter Cheyney type novel and a 
translation of Blanket Boy's Moon.:0 
1 
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other 1960.1' The paper has been known first as Taifa, then 
TaKfla 
and since 1966 by its present name. The 
Library of Congress collection commences in August of 1961. 
As with Baraza, the publishing of fiction is sporadic, but, 
beginning around 1967, occurs much more often than in the 
older paper. Serializations are there from the beginning of 
the Taifa collection, while they are not seen in the Baraza 
material until 1977. In general, Taifa's production values 
are superior to Baraza's, and the storiea in the former are 
much enhanced, starting in 1969, by accompanying 
illustrations drawn by Nation Newspapers' featured 
cartoonist, Edward Gitau. As catalogued in Appendix 1, the 
Library of Congress' circulating microfilm collection 
currently contains 214 stories. As of November 1987, no 
microfilm additions had been made by the Library; and none 
of the other known institutional subscribers in the U.S. had 
circulating microfilms available. 
From these two microfilm sources, then, there are close 
to 300 Swahili stories available, a number of 
which are 
serializations which rival typical bookbound novellas in 
total length. These 
stories represent a period of twenty 
years--some, in the case of Taira material, predating Kenyan 
Independence. Obviously there is great potential here 
for 
study, and this dissertation takes only a preliminary 
step 
in looking at a single author whose stories are represent 
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John Ndegwa's 1973 study, ' offers more information about 
this potential source of Swahili fiction: 
As well as the publishing of books, the 
(East African) Literature Bureau was 
charged with the duty of producing 
magazines for Africans. In April 1952, 
the Bureau started its Swahili weekly, 
Tazama. The editorial work. ,was carried 
out by the Bureau staff while printing 
and production was by the pioneer 
printer, the East African Standard Ltd. 
After a short period of uncertainty, 
Tazama. became a popular publication and 
by 1956, circulation had reached about 
20,000. 	It was then decided that the 
magazine had become viable commercially 
and the East African Standard took over 
all financial responsibility for the 
magazine. 
The Carol Travis study 22 cited earlier in connection with 
the two Swahili newspapers also contains listings of other 
potential sources of periodical fiction, all four of which 
were published by East African Newspapers, Ltd.: Maendeleo,  
a monthly published from 1948 to 1951, and then incorporated 
into Tazama; also Maisha, 1960 - 1966, and Mambo Leo, no 
dates, both eventually merged with Nvota Afrika, begun in 
1963, but with no termination date available. These, 
presumably, were magazines. 
Finally, and most recently, a supplement to Travis' 
lists the magazine Fahari ya Afrika Mashariki, which ws3 a 
monthly produced by Tai Publishers of Nairobi from Sept. 
1976 until its demise in May of 1977. 	Besides the 
newspapers, this is the only other Kenyan Swahili periodical 
that published fiction of which I have been able to obtain a 
copy for examination. In fact, I was able to buy second-
hand from street vendors all but the December 1976 issue 
during the period of my field research. A full listing of 
the fiction printed in Fahari is included at the end of 
Appendix 2, after the Baraza material. 
'Ibid., p. 66. 
, Ibid., p. 99. 
'Wilfred Whiteley, ed. Language in KenyEk (Nairobi: 
-1 	Oxford Univ. Press, 1974). 
Thi s  article could be characterized as a distillation of and expansion upon information available in an earlier 
work of this scholar: T.P. Gorman, ed. Language in  
Education in  East Africa (Nairobi: Oxford Univ. Press, 
1970). 
14Idem, "Development of Language Palicy in Kenya," 
Language in Kenya. , p. 137. 
slAccording to Gorman, p. 453, the others are Luo, 
Kikuyu, Meru, Kamba, Gusii, Luyia (sic), Lugoli, Masai, 
Dabida, Kalenjin (sic), Giriama, and Ateso. 
L2 For a current picture of the educational system, and 
corroboration of this study's general characterization of 
it, see for instance Mary Anne Fitzgerald, "Many of Kenya's 
children find there's no room in the school," Christian  
Science Monitor 28 Oct. 1981, p. 92. For a similarly 
pessimistic recent characterization of Kenya's overall 
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"Interview with Hilary Ng'weno," African Book Publishing 
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Congress, 1984) p. 45. 
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Chapter III 
CRITICAL APPROACHES TO NEWSPAPER FICTION 
The Swahili newspaper story may be subjected to 
critical literary analysis at three levels. At one stage, 
certain features unique to this type of fiction need to be 
taken into account in whatever further critique is made. 
Then, although newspaper and magazine fiction itself has not 
yet been the subject of critical analysis, a number of 
bookhound works of Swahili fiction works have been subjected 
to critical analysis, both by Swahili scholars writing in 
Swahili and by foreign scholars who write their analyses in 
English or other European languages.' 	At this next level, 
once the differences between fictional works which appear in 
the newspapers and magazines and those which appear in book 
form have been taken into account, the focus of analysis can 
become their similarities: what they have in common when 
they are examined more broadly simply as examples of modern 
Swahili printed fictional prose in whatever genre. 
Investigation at this level of criticism involves the study 
of the critical approaches to Swahili fiction which have 
already been taken by indigenous and foreign scholars. 
Finally, a third level of investigation would explore 
alternative approaches to the close rending of the fiction 
, 
IT 	a 'I 
104 
103 
yet been applied 
s but which hold 
specifically to Swahili print narrative,  
-31 
#b! 
structural features of 
newspaper and magazine stories, whether single issues or 
serializations, some characteristic features arise out of 
the nature of the medium in which they are produced and made 
available to a readership. 	
Newspaper stories may share 
structural features with fiction which is 
c irculated via 
other print media. For instance, if a genre such as the 
fantastic can be distinguished on the basis of interpreting 
how a reader reads and 
is, purely on the basis of information available to a reader 
then a narrative in the 
text, methodologies whieh have not 
promise for success in such an enterprise because of their 
illuminating applications to other literatures. 
Regarding features unique to periodical 
issue here is one of investigating narrative genre. 
latter term is understood as simply a means of 
distinguishing it from poetry or drams, the next step is to 
attempt to type the various differing forms 
texts. 
extrinsic to the structure of its narrative events, can have 
an effect on a reading. The perception of the story can be 
partly affected by the medium-specific qualities of that 
story's propagation. 
The motivation to isolate this fiction as to medium 
type has been suggested in the preceding chapter. To 
recapitulate: the newspaper narrative represents a mass 
audience form, accessible to the popular audience because of 
reasons both intrinsic and extrinsic to the text. Looking 
at its intrinsic qualities, the expectation is that the 
story is accessible to any readers who possess basic 
literacy: 	its language is ordinary, its style plain; its 
plots and themes are calculated to interest many readers, as 
it typically reflects life in the modern national "urban 
culture" where Swahili literates are concentrated; and it is 
written and published under less stringent moral, political, 
and educational constraints than is narrative intended for 
the school and library markets. 
Extrinsic to the text is the fact that the Swahili 
weeklies which publish this fiction are more widely 
'available and less costly to buy than are bookbound stories 
circulated via bookstores, schools, and libraries. 
Intrinsic features of newspaper narrative are the natural 
subject of critical analysis, but the role extrinsic factors 
play in the production of the text is lens clear--assuming 
fiction, the 
If the 
of narrative: 
this is usually accomplished by mean; of examining the 
In the case of Swahili, 
understands narrative events,2 that 
from within the 
fantastic genre 
as in a book. However, the physical form in which a 
newspaper story appears, one of its distinguishing 
structural features, even though it is a feature which is 
story itself, 
could just as likely appear in a newspaper 
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the text is the ultimate critical object, and not business, 
politics, or other real-world social relationships. Does 
the potentially large audience offered by ease of 
obtainabilitY affect the production of a narrative? How 
does the writer write, or probably more crucial, how does 
the editor edit, a certain type of narrative when some 
attention is inevitably paid to such material concerns as 
the amount of available space in a particular newspaper or 
magazine issue? An even harder question to answer is 
whether, or more likely how, the narrative is altered in 
order to appeal to even more readers so as to sell more 
papers or magazines. To what extent do the concrete 
problems of physical production and dissemination of a story 
affect its very composition? 
Since it is difficult to separate the artistic from the 
industrial in thn production of this mass audience fiction, 
it is difficult to incorporate an awareness of production 
requirements into a critical methodology. That they exist 
can be deduced from the physical limitations and 
requirements of the medium. For one thing, there is only so 
much space in each issue of the newspaper for the narrative; 
the choice of what to publish and what to cot or not publish 
at all might be a purely physical question of fitting 
available space. Also, the newspaper aubsists on 
advertising revenue as well as on sales, and in addition to  
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the expectation that a particular story, or that publishing 
fiction in general, will attract both casual buyers and 
subscribers, the story must also attract advertisers. The 
effect that this knowledge has upon the writer and the 
editor is that they each or mutually search for and compose 
a text that is meant in some essential way to generate this 
appeal. In material terms, another aspect of this situation 
is that the pages surrounding those within which the story 
appears, and probably even the story page or pages 
themselves, will likely be filled out with additional items, 
whether news stories or advertisements, in both textual and 
graphic forms. These can have a subtle effect on the 
perception of the narrative itself, an effect that therefore 
should be taken into account in critical analysis. 
This factor, additional textual and pictorial material 
accompanying the story, is one medium-specific difference 
between newspaper and magazine fiction on the one hand and 
bookbound fiction on the other. Rookbound fiction usually 
comes self-contained, while 	newspaper story text often 
one of a number available texts on a single page. As the 
fictional stories participate in the advertisements and news 
stories to the extent that they attract readers to the paper 
or magazine, so also the advertisements and news stories 
participate in the fictions which they surround. 
4 
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appears in the context of the urban culture of a developing 
nation, this approach seeks to use the non-fictional as a 
strategy of establishing verisimilitude within the fictional 
narrative proper. That is, the news report and the 
non-fiction narration, can be viewed as a variation on the  advertisement can be viewed as a source of confirmation of 
same process involved in :reating fiction. The similarities 	 the realism of the story. The reading of a newspaper 
between the two types of narrative are more important to the  narrative is then visualized as an experience of a primary 
1 	
secondary non-fictional discourse, which may be narrative or 
fictional text read simultaneously against the background of 
non-narrative, and which potentially participates in the 
articulation of that text. 
Another medium-apecific differentiation between 
which surround the fictional one, in order to assess at 	 newspaper and magazine fiction and the hookbound is the 
least their potential to participate as commentaries or matter of narrative length as a partial determinant of 
subtexts in the fiction-reading process. On the level of 	 genre. The average bookbound Swahili narrative is too long 
the individual reader, there is no telling what material 
outside the stcry will also be incorporated into the 	 novel, if E.M. Forster's suggestion of a minimum 50,000 word 
perception of the story itself during a reading, so it length is the qualification,' so perhaps the term novelette 
really is a matter of speculating on potentials. 	 or novella might be most apt in trying to perform generic 
In terms of methodology, beyond the main mental hurdle 	 labelling of this type, here following M.N. Abrams' 
of admitting non-story material into the fictional narrative characterization of the short story genre: 
 
to begin with, the next step in the analytical procedure 
consists of an immediate return to the distinction between 
fiction and non-fiction. Especially since the newspaper 
fiction under examination is in an African language, and 
the name covers a great diversity 
of prose fiction, all the way from the 
short short story, which is a slightly 
elaborated anecdote of perhaps 500 
.41P 
It is a truism that news _storiea are refleeted in the 
popular fictions. In an ontological sense, the attempt to 
put an order to the real events of everyday life that are 
the raw material of the news report, as an exercise in 
fir 
present line of argument than the kinds of obvious 
differences between fiction and non-fictibn that are taken 
for granted. Additionally, as with the news report, the 
method of the advertisement is often a type of narration as 
well. It seems crucial to examine these other narratives 
to be considered a short story. It may be too short to be a 
more useful simply to view the serial as another separate 
genre. 
Length does not seem to be a crucial critical issue; 
I t s relevance seems to lie in the more distinct division 
between the short story and the longer work, whether novel, 
novelette, or serial. 	It is possible to conceive of certain 
differing readerly expectations about the nature of the 
short story as opposed to the longer type of fiction, and 
the readerly experience of a written narrative in its 
entirety in an unbroken sequence from beginning to end, 
which is the presumption in a short story reading, is 
profoundly different from the experience of a narrative 
whose length usually precludes a seamless reading in a 
single sitting. 
Newspaper serials by their nature force breaks in the 
reading, at least in the usual experience of the primary 
audience's reading of weekly installments. The serials 
under study here have a feature which takes this into 
account. That is, in reading the newspnp er  serials of 
parezt and Taira Weekly, one almost always encounters a 
summarization of the preceding story from previous 
Installments . The summaries not only refresh the memories 
of readers who have seen the earlier parts, but also allow 
new ones to begin a reading of the narrative from wherever 
in the story line they first encounter it. Even for the 
-•••• Isr 	 •. f r:••••4TI.FFfr, 	"fit!”' 
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words, to such long and complex 
forms. .hone status of middle length 
bet ,.reen the taughtness of the short 
story and the expansiveness of the novel 
is sometimes indicated by the name 
gm. 
novelette, or novella.‘ 
Within the body of newspaper and magazine short stories, the 
most obvious possible division, in terms of length as a 
determinant of genre, is between the single-issue short 
story and the serial story. There is 
no apparent problem in • 
typing the single-issue stories as short stories; it must 
simply be taken into account that as such they will be 
accompanied by additional non-fictional text and graphics. 
Actually, because relatively few bookbound short story 
anthologies have appeared, in terms of sheer numbers the 
Swahili papers and magazines constitute the primary sources 
of this fictional genre in the language. 
Serials, on the other hand, can range from two to over 
twenty-five installments, with an average serial consisting 
of perhaps eight parts. llere the imAie of length could him 
relevance to genre typing, but rather than dwelling on 
length in examining the serial, wondering at what point it 
is no longer a short story and now is a novella, and whethet 
to make such a determination on the basis of number of 
installments or on the basis of number of words, it seems 
.4; 
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reader who has not missed an installment, these summaries 
can be part of the experience of the narrative itself: they 
can become part of the text. 
It is very interesting, for instance, to see what 
particular story elemerts are considered crucial enough to 
be included in the summaries. A comparison of summaries 
with the stories they represent night, for instance, shed 
light on the editing process: elements intended to catch 
the attention of the new reader in a synopsis might be the 
same ones that originally persuaded the editor to publish 
the particular narrative to begin with. The point is that 
the editor is visualized as a render on the scene who not 
only has some amount of control over the fiction that gets 
published, but who also, following his own reading 
experience and his own agenda of priorities in the 
summarizing process, appends an alternative version of the 
main narrative to it. 
Another feature of the two weeklies' handling of layout 
which is quite common is the segmentation of narrative by 
means of short lone, twi , or three-word) paragraph headings, 
which are like miniature headlines within the narrative. 
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suggesting narrative subdivisions. It can also function, as 
elements in the summaries for new readers sometimes do, to 
highlight some particular story element. The segmentation 
effected by the interior headlines, though, often seems 
arbitrary, sometimes even illogical in terms of plotting: 
the headlines themselves can also often be inappropriate as 
summarization mechanisms. Even so, they are of potential 
critical interest in the way that the synopses were seen to 
be of interest, and for the same reasons--but with perhaps 
less reliability. 	In the reading and analyzing process, 
they could be used as cues in segmenting the narrative; but 
in fact, as with the contrast between what is presented in 
the synopses and the reader's perception of what is crucial 
to the story, they are just alternatives that happen to be 
presented as a feature of story layout. 	In the reading 
process, headline-demarcated segments are likely to be 
experienced as conflicting with the story divisions that are 
generated or perceived according to the logic of the 
individual reader's strategy of apprehending the narrative. 
In any event, they are one more distinctive feature of a 
newspaper fiction that might be encountered. 
The most immediate critical concern in dealing with 
these features is to decide whether, or how much of, the 
extra-narrative text, which in any case always accompanies 
the story, will be admitted to the rending and subsequent 
   
   
   
   
 
This is done to both single-issue stories and 
serializations, and like a newspaper headline, seems to be a 
device meant both to attract attention to the story and to 
summarize it. it has the effect of creating or at least 
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analysis. Beyond issuel like these which are confronted in 
every reading of a single story or installment, the 
perception-shaping effects of breaks in narrative 
apprehension which are forced by serialization can be 
incorporated into the critical study. For eNample, critical 
judgments can be made ns to the logic of the location of a 
certain break, or there can be an examination of the element 
of suspense, of how it is or is not enhanced by means of a 
given story's serial divisions. The analyst also carries to 
the reading of a newspaper serial an eNpectation that the 
author will resort to certain mnemonic strategies witti,in the 
narrative in order to address the problem of weekly 
intervals between story installments; such features could 
also be objects of styliatic analysis in the course of a 
close reading of a given text. 
Once medium-specific generic concerns are accomodated, 
the next step in the analysis of the periodical fiction 
narrative is to bring to bear the critical methodology 
already employed by scholars in their examinations of 
Swahili fiction, as most elements are applicable to all 
forms of Swahili print fiction, including newspaper stories. 
As has been seen in the retrospective of Lyndon Harries' 
work in the first chapter, such formal, academic critical 
analysis of Standard Swahili fiction dates back at least to 
the early 1960's. During this period, studies naturally  
tended to he brief because of the dearth of creative fiction 
titles, and they also tended to focus on the work of Shaaban 
Robert. Edgar Polome'a overview of modern writing in his 
Swahili Language  Handbook is a typical example from the 
period: 
Prose, which was formerly largely 
confined to historiography, theology and 
other such subjects, has been 
successfully used by Shaaban Robert for 
essay writing. However, the number of 
genuinely literary productions in prose 
is still very limited. 	In spite of 
their real merits, many works still 
indulge too much in didactic pursuits, 
and only a few, like the charming love-
story Kurwa na Doto,  a novel by Muhammed 
Saleh Farsy depicting life in & typical 
Zanzibar village, or the successul 
Swahili thriller Mzimu  wa Watu wa Kale  
by Muhammad Said Abdulla, actually break 
with the long tradition of books for 
youth and school reading which have been 
produced in recent years under the 
sponsorship of the East African 
Literature Bureau. These works 
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the University of Dar es Salaam: Sengo received honors in 
Swahili Language and Literature, with an additional 
concentration in (English) Literature: Kiango also graduated 
with honors in Swahili Language and Literature, and his area 
of specialization was Theater Arts. In that same year, but 
containing a preface dated 1972, the Institute of Swahili 
.Research at the University had published their co-authored 
critical anthology, Hisi Zetu,'  which in the area of fiction 
contained not only additional studies of works by Shaaban 
Robert, but also an analysis of C.K. Oman's novella Mwenda  
Kwao. Still in 1973, Longman published another co-authoring 
effort by the two scholars, this one entitled Ndimi Zetu. , 
Fictional works studied in that collection were the familiar 
novellas of Shaaban Robert, Faraji Katalambulla, and 
Muhammad Said Ahdalla. 
A second volume of Nisi Zetus appeared in 1975, and in 
addition to an analysis of more Shaaban Robert material, 
contained examinations of Mohamed S. Mohamed's Kiu and Peter 
Kirumbi's Nataka  lwe Sin. In the same year, a second 
volume of Ndimi Zetulo was also issued, the sole fictional 
study therein being devoted to M.S. Abdalla's Duniani Kuna 
Watu. In all four of the Sengo-Kiango collaborations, Sengo 
as a literature epecialist taken the laad on fiction, though 
Kiango contributes analyses of narrative as well. 
fulfilled their useful task of supplying 
good Swahili textbooks for educational 
purposes, but only a few have real 
literary value, like Shanban Robert's 
tales Kusadikika. or Adili .na Nduguze.s 
A crucial event in the development of Swahili criticism 
was the 1971 Oxford University Press publication of an 
anthology of literary analyses edited by Farouk Topan. 6 
These analyses were originally developed by students in a 
literature seminar that Topnn conducted at the University of 
Dar es Salaam in July of 1968. Not only was the study the 
first published.. and distributed as an academic, scholarly 
text on modern Swahili writing, but the articles it 
• 
	
	contained were themselves written in Swahili. Several works 
of narrative fiction were analyzed. Three students 
separately examined Shaaban Robert's 	na, [4Auguze, 
Kusadikika  and Wasifu wa Siti Binti Sand: A.N. Shija 
examined Shaaban's methodology of characterization, M.A. 
Maganga his didacticism, and J. Mungai compared him with 
Faraji Katalambulla via the latter's Simu yq_Kifq• 
Additionally, Ahdulla's Mzimu wa  Watu  wa Kale was examined 
by the now-famous play.4right Ebrahim Hussein. 
By 1973, criticism by indigenous scholars seemed 
solidly established in the persons of Tigiti Sengo and Saifu 
Kiango. 	In that year, both received bachelor's degrees fror. 
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published 
Kiswahili 	To give some idea of what is available, in the 
course of preparing a paper for the 1985 African Studies 
Association Conference at Michigan State University, a 
0 	currently unpublished bibliography of Swahili fiction 
In 1977, a second volume of Ilchambuzi wa_21aandishi va 
Kiswahili was releaged.,1 	Fictional studies included 
Jemaadar Amir's Nahodha Mohamed-Bakari's analysis of Ali 
Fikirini, a critique by Topan himself of Muhammad Saleh 
Farsy's Kurwejla Mao, and, once again, Tigiti Sengo 
appears, this time with an examination of Euphrase 
Kezilahabi's 
Coming as they do in a 
bookbound form, these liX critical anthologies might 
of Swahili-language indigenous 
8t many more such studies can 
considered the basic sources 
criticism of modern fiction. 
be found in two literary journals published at the 
University of Dar es Salaam. One is entitled Mulika, and is 
produced by the Institute of Swahili Research located on the 
campus; the other. Kioo cha_LLASJ)a, is the journal of the 
Swahili Department in the University. The earliest numbers 
to which I myself have had access date bacH respectively to 
issue 5, 1973, and issue 3, also l973; earlier issues would 
therefore eontain studies contemporaneoua with the essays 
volume of Uchambuzi wa in the first 
fairly,  readily available 
u . 
be 
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criticism, I included references to a total of thirty-thrae 
studies from these two sources alone. 
The journal Hiswahili is also a source of Swahili-
language critical writing, though on a more limited scale. 
The journal began as the pulletin of the Inter-Territorial 
Language Committee, later called the East African Swahili 
Committe, which was the governmental body officially 
constituted in 1930 to begin standardizing the language. 
The Bulletin  was renamed the Journal in the early 50's, then 
changed to Swahili  a few years later, then finally acquired 
its present name. The journal has a tradition of publishing 
English-language studies, and so ironically there aren't 
that many Swahili artieles written about fiction. 	In the 
late 60's there were some reviews, but full-blown studies 
did not appear until the mid-70's. 
Fictional study has been conducted for roughly two 
decades now by indigenous critics. Their primary concern is 
with works which belong to what is clearly becoming 
recognized as R Standard Swahili fictional canon, the most 
valued of which would be the novellas of Shaaban Robert. 
However, as suggested in the survey of the literary scene, 
some of the early detective stories, the works of Muhammed 
Said Abdalla and Faraji Katalambulla, seem to be included, 
perhaps only for historical reasons, in spite of the fact 
that there is a very distinct, readily apparent difference 
120 
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in the level of artistry available on the one hand in 
Katalambulla's Simu va Rifo, and on the other, in Shaaban's 
Adili na N4mglIze.  
Indeed, that is the focus of J. Mungai's articlel ° in 
the first Uchambuzi  volume. From among all these studies, 
it is probably the most immediately relevant to the topic of 
this dissertation, especially considering the fact that 
Katalambulla is a prolific writer, and stories of his have 
appeared in both Taifa Weekly  and Fahari. The implication 
of Mungai's study, where the detective thriller of a novice 
deserves analysis in itself and even comparison with the 
work of the master Shaaban, is that establishing a dichotomy 
between mass-audience and elite literature is not a relevant 
concern. Differences are the whole point of Mungai's 
article, yet Adili and Simu are seen in the final analysis 
more as two currents in the same stream than as two separate 
streams. 
Mungai first compares the writers, then their writings; 
Katalambulla in a secondary-school student, participating in 
modern culture ("aliyeingiliwa na oils na mawazo ya kisasa" 
(one who has been entered into by modern behavior and 
thoughtl, p. 61) who is writing his first novel. Shaaban, 
steeped in the Muslim culture of the coast, is an 
established and revered literary figure; he was deceased by 
the time Simu was published. As for their writings, Shaaban 
in the foreword to Adili acknowledges that he is not 
concerned with realism, and Mungai notes the similarity of 
the fantastic story events to those of The Arabian Nights. 
Events Katalambulla writes about could happen, and his 
characters are real people, while Shaaban's are allegorical 
even to their names. The detective writer is faulted for 
not establishing the motivation of the Murderer sufficiently 
in the construction of his story. The ordinariness of his 
language in the straightforward narration of events is tied 
to the fact that he is a beginner, "kijana mdogo we shule 
ambaye ndiyo kwanza anaanza kujaribu uwezo wake wa kutumia 
lugha" [a young schoolboy who for the first time is starting 
to test his ability to use language], (p. 64). Shaaban 
Robert is praised for the elegance of his language, and some 
elaborate metaphors he used in characterization are quoted. 
Mungai concludes his study thusly: 
Tukichukua vitu hivi vyote kwa jumla na 
kuvilinganishd , vitabu hivi viwili, cha 
Shaaban Robert na cha Faraji H.H. 
Katalambulla, hakuna shaka kwamba kuna 
tofauti kubwa na nyingi--tangu mawazo na 
malengo ya waandishi wanyewe, miundo ya 
hadithi hizi mbili, na wale wanaohusika 
katika hadithi zenyewe hadi ufasahn wa 
lugha wn wanndishi binnfsi. Kwa panda 
-7-_Triropmpriv-rarm711711,Ft, 
-0 
121 
nyingi kitabu cha Shaabon Robert kina 
mengi ya kupendeza na kusifiwa, kuliko 
kile cha Farnji Katalambulla. Lakini, 
kwa kule kusisimua na kuuvuta mo yo wa 
msomaji mini kwa upande Wangu nampa 
mkono Bwana Farajl. (p. 65) (If we take 
all these things in total and compare 
these two books, that of Shaaban Robert 
and of Faraji H.H. Katalambulla, there 
is no doubt that there are great and 
numerous differences—from the thoughts 
and aims of the writers themselves, the 
construction of these two stories, and 
of the characters in them, to the 
writers' personal artistic command of 
language. From a number of standpoints 
Shaaban Robert's book has many qualities 
both pleasing and deserving of praise, 
more so than that of Faraji 
Katslambulla. But, for that quality of 
creating suspense and capturing the 
imagination of the reader, for my part, 
I support Mr. Faraji.1 
In spite of the fact that he has demonstrated the superior 
artistry of Shaaban Robert over that of the fledgling Faraji 
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Katalambulla, Mungai still readily acknowledges the latter's 
own particular talents as a writer. 
The other study of Simu  ya Kifo, 11 the one presumably 
written by Tigiti Sengo in Ndimi Zetu, is in the nature of a 
summary; story incidents and characters' behavior are 
criticized in terms both of verisimilitude and of some 
assumed standard of propriety or the ideal turn of events 
which the critic and his readers share. As with Mungai's 
judgment, Sengo'q prescription calls for more plausibility 
in the development of character, especially those of the 
hero and of the murderer, 
However, in terms of my own critical concerns, the main 
value of Sengo'3 article is that it represents one more 
example of the critics, for historical reasons--probably 
simply because it was there--turning their energies to the 
close reading and analysis of a detective story just as they 
had done to the elegant allegorical fictions of Shaaban 
Robert. Unlike the other early example of detective 
fiction, the novellas of•Muhammed Said Abdalla, which are 
markedly localized to Zanzibar and the island's culture, and 
for reasons both of stylistic features and distinctive 
plotting are unique to that writer, as Bertoncini suggests 
below, in general terms of the possibilities to be 
encountered in the bookbound Swahili detective story, 
Katalambulla's story by now has acquired many fictional 
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counterparts which are quite comparable in terms of the 
nature of narrative events and of the method of their 
portrayal. The hypothesis here is that the some can be said 
of the detective fiction of the newspapers and magazines; a 
definitive answer awaits the reading and analyzing of the 
hundreds of examples of such stories which now exist. 
In applying the more general lessons of the indigenous 
critics to the analysis of newspaper fiction, the primary 
concern is to note, other than the language medium employed, 
any apparent major differences of theory or methodology 
between these critiques and those of the Western critiAl 
tradition as it is applied to narrative fiction. Since the 
latter is such a broad category, and there are still 
relatively few examples of Swahili criticism, not 
.19 	surprisingly the plain answer is that differences are a 
matter of degree or emphasis rather than of kind. 
An example of the standard critical approach which 
provides an overview of the methods employed by the 
indigenous critics is F.L. Mbunda's "Ufundishaji wa Fasihi" 
(The Teaching of Literature)" from Mulika. He proposes 
five areas of investigation of the fictional text: the core 
(kiini) of the story, by which he seems to mean the theme as 
realized in a well-constructed fictional setting; the writer 
himself or herself as revealed in the story, which seems to 
he intended to cover the investigation of point of view; 
' ..-21WAGAla,16  
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readerly concerns, which seem to be the study of intended 
effects (fundisho [instruction', ()gyp_ [warning!, kusisimua 
(excitement), kufurahisha (entertainment)) apparent in the 
writing; the text in relation to other texts, i.e. generic 
studies, including history; and finally the study of writing 
as it is, the investigation of formal features as they 
function to develop themes. Mbunda uses the latter category 
as a catch-all of critical concerns: 
Katika hadithi na michezo ya kuigiza 
tunafuata mwanzo, kiss, upeo na tamati. 
Jo, tumejaribu kufikiria jinsi miundo ya 
maandishi fulani inavyohusiana kujenga 
kiini kimoja? Tumefikiria lengo letu 
katika maandishi yoyote yale? Lengo 
hilo limefanikiwa? Kwa nini mwandishi 
ametumia lugha hii na sio ile? Ina 
muhimu gani na kiini cha habari? 
Mwandishi anatupeiekaje kwenye upeo na 
tamati. (sic) MaAndishi yanatueleza nini 
kuhusu wahusika? Mwandishi anazungumzia 
nini? Anazungumza na nani? Mwandishi 
anatumia mbinu zipi, mazungumzo, 
hadithi, mjadala? Anatumia mazingira ya 
furaha, uchungu, (vole au ukali? 
Mwandishi ametumia picha gani maalumu 
126 
125 
In this passage, Mbunda mentions lengo letu (our (i.e. the 
literary critics') goal]. He concludes his discussion with 
a look at that goal, revealing his views on the critical 
enterprise in general: 
(mlandanisho) kueleza hali ya mapenzi, 
uchawi, au kiini chochote kile? (p.50) 
(In stories and plays we trace the 
beginning, the conflict, the climax, and 
the denouement. Have we tried to think 
about how the construction of a certain 
text is concerned with the development 
of one particular theme? Have we 
considered our goal in any of those 
texts? Has that goal been accomplished? 
Why has the writer used this language 
and not that? What importance does it 
have for thematic information? How does 
the author carry us to the climax and 
conclusion, tshat does the text tell us 
about the characters? What is the 
author discussing? Who is s/he 
discussing it with? Which strategies 
does the author use, dialogue, stories. 
debate? Does s/he employ an atmosphere 
of joy, bitternesa, mildness or 
ferocity? What kind of special picture 
(imagery) has the writer used to portray 
a situation of love, witchcraft, or any 
other such theme?) 
Kazi iliyotupata mpaka sass ni ile 
ya kusoma maandishi na kuyaelewa 
kutokana na michanganuo mbalimbali. Ili 
kuhakikisha kama kweli tumeelewa 
itatubidi tutoe maoni yetu binafsi 
kuhusiana na yale tuliyosoma. Maoni 
hayo huweza kutolewa katika mihadhara, 
majadiliano, au malumbano. Maoni hayana 
manna ye kutoa ubaya wa maandishi. Kazi 
yake kubwa ni kueieza, kufafanua, 
kuchambua na kupanga kazi zote za 
mwandishi. tango kubwa ni kuwapa 
wasomaji wengine au wasikilizaji nuru 
zaidi kuhusu maandishi fulani. Kazi hii 
ya maoni itafuatana sans nil zile njia 
tano zn kuchanganua maandishi. Msomaji 
aweza kutoa maoni yake kufuatana na 
alivyosisimka. Aweza pia kutoa maoni 
kuhusu wakati, kiini au dhamira ye 
mwandishi, na uhusiano wake nn maandishi 
mengine. 
,P 
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tuangalie kwamba tusivuke mipaka. Maoni 
yote yalingsne na maandishi yalivyo-- 
yaani mwandishi anasema nini, its sio 
alitaka kusema nini. Maana zitakazo-
patikana ziwe zimetokana na maandishi 
yaliyosomwa. Maana hizo zitatokana na 
;7 
mawtizo yakiunganishwa on vionjo 
mbalimbali ambavyo vinatufikia. (p. 50) 
[The task that has faced us t.o this day 
is that of reading the text and 
understanding it as a result of (using) 
various investigative methods. 	In order 
to ensure that we have actually 
understood we must put forth cur own 
personal viewpoints concerning that 
which 6e have read. These opinions 
usually can be put forth in zcholarly 
lectures, diccussions or debates. These 
opinions aren't intended to reveal the 
badness of writings. Their greatest 
function is to explain, to illustrate, 
to criticize end to put an order to all 
the writer's undertakings. The primary 
goal is to give other readers or 
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listeners more light on a certain text. 
This task of (putting forth) opinions 
will follow closely those five methods 
of analyzing the text. A reader can put 
forth an opinion based on what s/he has 
felt deeply. S/he can also offer 
viewpoints on the temporal setting, the 
theme or the intent of the author, and 
their relationship with other texts. 
In the offering of opinions it is 
essential that we take care that we do 
not cross boundnries. 	All viewpoints 
should correspond with the text as it 
is--that is, what the writer says, and 
not what s/he wanted to say. Meanings 
which might become available have to 
have arisen from the text that was read. 
Those meanings will renult from thoughts 
being linked up with various experiences 
which come to us. 
Mbunda takes great pains to ground critical approaches in 
the text, leaving open the possibility of using any 
particular methodology as long as that initial requirement 
has been satisfied. He ends his article by listing primary 
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sources of critical studies of contemporary Swahili literary 
texts, all of which have already been cited here. 
In addition to the characterization of Swahili-language 
critics' approach to the analysis of narrative as generally 
employing methodologies familiar in the Western academy, 
another possible broad generalization concerning the body of 
critical work by Swahili is that the indigenous critics, the 
majority of whom are Tanzanians, and who seem imbued with 
the spirit of uLnmaa, are also much concerned with a 
political critique of the fictional narrative, specifically, 
In socialist or Marxist terms. From among many possible 
examples, I have chosen as the paradigm of this approach an 
article by A.G.N.M. Gibbe, "Dhimm ya Mhakiki" (The Critic's 
Duty-Accompanied-by-Powerj 13 . One quotation perhaps 
suffices to demonstrate the potential conflict between a 
creation of written verbal art and the political response it 
can generate: 
Mhakiki huwasaidia wasomaji kuyabaini 
maandishi ydiyo sumu kwa jamii na 
atawasaidia hasa iwapo yeye mwenyewe ni 
sehemu ya wale wanaopambana na kupigania 
haki zao. Kuna maandishi mengine ambayo 
ni mazuri sana na yanagusa hisia za 
wasomaji kikweli kweli sabnbu 
ynmeandikwn na watu wenye uwezo we fani 
kupindukia. Maandishi hayo ni kama 
sambusa ambayo juu inametameta lakini 
ndani imeshindiliwa pilipili nyingi mno. 
Mhakiki sharti aseme wazi--ayafichue 
maandishi ya namna hiyo. Kuna maandishi 
ambayo huwachekesha na kuwaburudisha 
wasomaji sababu yameandikwa kwa namna 
hiyo, nn kumbe yanaeneza sumu, na 
maandishi mengine ingawaje sumu huwa 
pale ili kufurahisha na kuchekesha tu. 
Kicheko kinasaidia nini? Maandishi haya 
yanazorotesha harakati kwa 
kuwachelewesha watu husoma maandiahl 
yenye mnfunzo. alanudinhi mmhay41 yatawnpn 
mbiau mpyn 'itnkazowasaidla Ahidi yft 
mazingira kwa faida yao wote. ip. 3/ 
[The critic typically helps readers to 
recognize writing that is poisonous to 
society and s/he will help them 
especially if s/he herself or himself iA 
a part of those who struggle for and 
fight for their rights. There are some 
writings that are very fine and they 
touch the emotions of readers in a very 
real way because they have been written 
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The Marxist approach, broadly described here as a 
reading of the narrative as a source of examples of behavior 
which are then typed as either contributing to or impeding 
the desired establishment of a socialist society, is also 
major concern to be found in the still relatively few 
English-language critical studies of Swahili fiction 
published to date. Some important sources of this type are 
articles by Stephen Arnold, "Popular Literature in 
Tanzania;"l 4 Euphrase Kezilahabi, "The Swahili Novel and the 
Common Man in East Africa;" 15 and Rajmund Ohly, "The Bitter 
Attraction of the Bourgeoisie," 14 "Literature in Swahili,"" 
as well as the book Accressive Prose.ls Marxist analysis 
could well inform the reading of newspaper fictions; it is 
simply not of critical concern in the present study. 
Other English-language studies of relevance are Elena 
Bertoncini's "Two Contemporary Swahili Writers" , 	as well as 
her descriptive introduction to her recent bibliographic 
study; 20 and Patricia Mbughuni's "The Theme of a New Socity 
in the Kiawahiti Prose Tradition."!! 	Bertoncini's first 
article concentrates on describing the individual stylistic 
characteristics of the fiction of M.S. Abdulla and Euphrase 
Kezilahabi, as exemplified in certain of their works, and in 
the second offers a capsule summary of bookbound popular 
literature. The latter is a useful critically descriptie 
matrix against which to read periodical fiction, which at 
by people possessed of an overwhelming 
power. Writing like that is like a 
sambusA (small stuffed, fried pastry) 
that outwardly glistens but inside has 
1:een stuffed with too Many chili 
peppers. The critic has to speak 
elearly--s/he must uncover writings of 
this type. There are writings that 
amuse and entertain readers because they 
have been written in this way, and yet 
they are spreading poison, and other 
writings ,lthough they aren't poison 
they are there simply to entertain and 
to amuse. What does laughter help? 
These writings cause a slackening of 
effort by delaying people from reading 
writings with a message, writings that 
will provide them with new methods which 
will help them confront the environment 
for the benefit of them 811.1 
This is admitedly an extreme example, but useful in that it 
seems to confront directly the issues of artistry--how I am 
interpreting uwezo lpower/abilityl--and the entertainment 
value of fiction. The former is suspect until it is seen to 
serve correct political ends; the latter is a distraction. 
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this level may be assumed to be of the same nature as the 
bookbound fiction she describes: 
.1" 
The impact of United States films 
on Swahili popular Literature i9 
tremendous. More than a third of the 
published fiction titles listed herein 
are spy and detective thrillers that 
often are carbon copies of foreign 
films....almost all stories focus on the 
relationship between men and women. 
Running through many plays and 
educational stories is an undercurrent 
of traditional values, shown in 
opposition to the corrupting influences 
of Western education or of urban life. 
The role played by politics in the 
popular literature is relatively small. 
Even in the noels labeled as political, 
we see only secondary effects of the 
political situation; often it is an 
indictment of the general mismanagement 
and corruption responsible for such ills 
as unemployment and poverty. 
It is more difficult to 
characterirre these titles stylistically 
than in terms of themes. Like most 
popular writing, these novels tend to be 
quite short, averaging about 100 to 150 
pages in length. The majority of them 
are narrated by an omniscient 
third-person narrator, but several are 
also first-person narratives. They are 
very conventional, the narrative often 
being accompanied by proverbs and 
moralistic reflections. The openly 
didactic nature of some of these novels 
and novellas may explain the deliberate 
simplicity of both plot and style. The 
story line, in fact, is generally easy 
to follow. The narration is also quite 
simple in its time sequence, these 
novels tending to run chronologically. 
The time span covered within them is in 
general quite limited, ranging from a 
few weeks to a few years. The majority 
of the stories are set after 
independence, thus quite close to the 
moment of composition. Some authors try 
to bring the story even closer, using 
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present-tense narration almost 
throughout the whole book. 22 
Many of Bertoncint's characterizations can be seen in the 
paradigmatic story chosen for analysis in this dissertation, 
including even the use of first-person narration. 
Mbughuni's survey of a number of modern novels attempts 
to take into account the heritage of the oral tradition 
carried to the composition of written fiction, in the 
explanation of certain stylistic features: 
NI reviewing the elements of oral 
tradition which have nourished our 
contemporary prose works, there are 
perhaps a few which would still need 
greater attention and development and 
which can just be touched on here. One 
is the development from 'stock' to 
'representative' characters. The 
'stock' characters of the oral tradition 
are flat figures of good and evil, 
sometimes allegorical and show no 
development; they undergo a series of 
adventures. with the development of the 
novel of education, such stock 
characters are rounded out and given 
greater dimensions. Representative 
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characters are, like real people, a 
mixture of good and bad, stupidity, 
ignorance, and the ability to learn. 
They may represent types...but they show 
greater total characterization....This 
development should be continued in an 
even fuller representation of the hero 
confronting the problems of development. 
Similarly, the basically episodic 
structure of oral tradition can be 
transformed to a unified structure. 
Hand in hand with its tendency to 
leave main characters flat or merely 
outlined, is the heavy reliance on the 
sort of 'deus ex machine' happy ending. 
In the oral tradition, things always 
turned out well as this was an 
expression of the way the frame of 
things ought to be.... Perhaps at this 
point more attention ought to be given 
to the problem, not of choosing 
socialism but of implementing socialism. 
Then perhaps the happy ending would not 
reflect the expression of just 
benevolent powers that be hut of the 
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However, what remains to be done in the articulation o 
a critical methodology which can be applied to such fiction 
is to make some attempt to account for the experience of th 
text as a work of art. 	In a sense, the success or failure 
of the latter enterprise has a definite bearing on the 
critical valuation of this type or written story-telling. 
If an aesthetically pleasing artistic complexity can be 
found in a popular literature which has hitherto been 
characterized as alternately sensationalistic, didactic, an, 
conventional, then its study as literature might he viewed 
as being just as legitimate as its current exploitation as 
raw material for the language class or the socio-political 
critique of discourse as a model of behavior. 
However, prior to this type of analysis, typifi e d, for 
example, by the studies of characterization and theme 
included in the previously cited critical anthologies editec 
by Farouk Topan, much more general concerns must be taken 
into account. These concerns might be subsumed under the 
heading of stylistics;'or elements of style examined from a 
linguistic angle. Because this thesis is written for a 
readership which approaches the Swahili newspaper story as E 
foreign language text, it is necessary to acknowledge the 
processes of translation and of linguistic perception, that 
is, reading the language of the particular story against 
certain metalinguistic expectations of how Standard Swahili 
13 
basic faith in man grounded in a 
realistic understanding of the key 
problems which confront him in the 
struggle for socialism. The latter 
would be the nocialist expresaion of the 
utopian faith in man's goodness and his 
ability to make history. 20 
Mbughuni's perspective is particufarly interesting as an 
example of the integration of a socialist critique into an 
analysis still focused on narrative events and processes. 
Informed by these varions studies of bookbound fiction, 
it is then possible to begin to synthesize an approach to 
—21 	the analysis of the newspaper fiction available. The same 
motivations of intellectual curiosity that drive the inquiry 
into the artistry of the bookbound stories exists for these 
relatively unknotm newspaper narrative as well. Many of th 
basic concerns of the critics surveyed here, for instance, 
their attention to the nature of the language of the text, 
or their recognition of a tendency toward an uncomplicated0 
realistic presentation of a story and its characters, or 
their cognizance of the effects of the author's experience 
of narrative in other media on the production of the writtft 
story, all stand as useful critical expectations to bring IA 
the reading of a newspaper narrative fiction. 
Beyond the particular expressive potentials of the 
language which is the raw material of the narrative, 
potentials which are recognized in comparison with a 
different language, there are differences to be recognized 
between types of discourse within Swahili. In newspaper 
narrative, as literary discourse, there may not be a 
striking difference between the language of a story and 
ordinary conversational discourse. Still, the language of 
the story may always be read in comparison to the reader's 
concept of ordinary language like conversational discourse. 
and divergence therefrom is always suspect as a literary 
effect. 
For instructional or linguistic research purposes, the 
individual text also may be examined as a source of examples 
of deviations from Standard Swahili. 1 4 The issue here is 
not one of literary effects, but rather the perception of 
error by the reader. The results will vary widely from 
author to author, b ,it whether there is a conscious scanning 
for differences, or the passive experiencing of them as 
deviations from the point of view of the individual reader's 
own competence or knowledge, their presence is a notable 
factor in a reading. 	From the literary point of view, such 
deviations will have an effect on the perception of the 
aesthetic appeal of the story, and will also constitute a 
means of typifying an individual author's style. 
APE'. 	 A• 
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works. These are processes which are necessarily part of 
narrative analysis. 
the properties of the raw material of language affect 
what kind of narrative can be tormed from it before the 
actual composition even comes into being. An example might 
be the fact that in Swahili, third-person singular pronouns 
do not specify gender as they do in English; the result is s 
greater potential for ambiguity, as visualized from the 
standpoint of English, looking at Sw!Oili from the outside. 
It must be understood that what is under discussion here is 
the type of readerly experience available in a translational 
approach, where the reader is constantly apprehending the 
text against or in comparison to one or more other languages 
at his or her command. Since Standard Swahili is no one's 
—A 
	
	first language, to a varying degree of intensity, this will 
be every reader's experience of the stories under study 
here. 	For illustration purposes, especially since it is thie 
language of the dissertation itself, a reading of Swahili 
newspaper fictions from the standpoint of English is 
assumed. At any rate, the above-mentioned "gender ambiguity 
potential" could have important implications, for example, 
in detective fiction or other types of narrative in which 
characters' identities are concealed as a part of the 
story-telling process. 
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11 At this point in the research specirically on Taifa and 
Baraza fiction, only the most general or characterizations 
regarding deviation from Standard are poisible: for 
instance. I haye th imrression that some of the later 
Baraza fiction, i.e. after serials began to be published, is 
highly likely to contain examples of ncn-Standard usages. 
This impression may be colored by the reading of certain of 
these authors' survey responses written in St, ahili (see the 
previous chapter and particularly appendix 3 containing 
their questionnaires ) . 
Analyzing the language of the story text yields 
important elements of the Swahili newspaper fiction 
aesthetic. A very striking example is the evident 
permissibility, if not valuation of, the repetition of set 
words and phrases in the process of narrating, whether in 
scene-setting or in the depiction of narrative action. Such 
repetitions in an English language narrative of the same 
type would he viewed by the render as serious errors of 
style. For instance, a detective hero may have a certain 
mannerism which is constantly mentioned; or perhaps common 
indicators of plot movement, like getting into a car and 
driving to it new location, will be uniform within a story. 
Not only will these elements be repeated much more often 
than would be permitted in an English language composition, 
they will also be articulated in exactly or nearly exactly 
the same words throughout the story. One may speculate that 
this is a residue in written fiction from the oral narrative 
traditon; in any case it in a recognizable feature of the 
fiction aesthetic, and may be something that makes the 
Stashili story an acquired taste for the reader coming to the 
narrative from a language and a narrative aesthetic like 
English. 
The story text can also serve as a source of items 
like ideophones, idioms, slang, similes, metaphors, riddles, 
and proverbs--with the added advantage that they are 
presented or occur in a context that makes them more 
accessible to underntanding on the part of the cultural 
outsider, if that is who the particular reader is. As with 
repetitions of net character mannerisms and narrative 
movement indicators, proverbs especially must be viewed 
additionally at the literary level, as they are a common 
narrative organizing device in all types of Swahili print 
fiction. 
This concern with the language of the text is perhaps a 
good entry point into the final consideration of this 
chapter on theory and methodology: attempting to make some 
accounting of the theoretical influences on my own critical 
approach to the analysis of the newspaper text. 	It is 
grounded in the writings of the structuralist critics, whose 
critical concern is with the system of constructing the 
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text, whether the point of focus 	on the writer writing 
the story or the reader reading it. Hiitorically, such a 
concern comes out of linguistic studies; it is common, for 
instance, to speak of a grammar of the fiction text in this 
type of critical npproach. 
Jonathan Cutter's Structuralist Poetics,Is subtitled 
"Structuralism, Linguistics and the Study of Literature," 
makes use of the grammaticat model in developing a theory of 
reading literature: 
To read a text as literature is not to 
make one's mind a tabula rasa and 
approach it without preconceptions; one 
must bring to it an implicit 
understanding of the operations of 
literary discourse which tells one what 
to look for. 
Anyone lacking this knowledge, 
anyone wholly unacquainted with 
literature and unfamiliar with the 
conventions by which fictions are read, 
would, for example, be quite baffled if 
presented with a poem. His knowledge of 
the language would enable him to 
underatand phrases and sentences, but he 
would not know, quite literally, what to 
make of this strange concatenation of 
phrases. He would be unable to read it 
as literature—as we say with emphasis 
to those who would use literary works 
for other purposes--because he lacks the 
complex 'literary compPtence' which 
enables others to proceed. He has not 
internalized the 'grammar' of literature 
which would permit him to convert 
linguistic sequences into literary 
structures and meanings. 
If the analogy seems less than 
exact it is because in the case of 
language it is much more obvious that 
understanding depends on mastery of a 
system. But the time and energy devoted 
to literary training in schools and 
universities indicate that the 
understanding of literature also depends 
on experience and. mastery. Since 
literature is a second-order semiotic 
systen which has language as its basis, 
a knowledge of language will take one a 
certain distance in one's encounter with 
A.M. AU, Alk 
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literary texts, and it may be difficult 
to specify precisely where understanding 
comes to depend on one's supplementary 
knowledge cf literature. (pp.113-14) 
The immediate task here then is to acknowledge the process, 
evident throughout the body of critical studies of Swahili 
stories, of - destructuring" these narratives, in the sense 
that they are methodically torn apart, and their parts 
analyzed, according to categories or focus points familiar 
to literary analysts in the Western tradition, corresponding 
to Culler'a concept of literary competence. 
Since this approach is so familiar, it is probably 
fi 	necessary only to provids the list of the categories which 
are usually explored, in order to evoke a clear picture of 
the method. In the present study the analytic focus-points 
are, in order of appearance within the analysis: point of 
view (examination of the narrative %oice.), setting and 
characterization (examination of the static elements of the 
narrative), plot (examination of the organization of 
"dynamic" elements, i.e. the movements of characters in the 
setting according to a certain scheme), and interpretation 
(examination of the theme and the abstraction of informaties 
in the course of that process). What is important here it_ 
to note that Swahili scholare have adopted these familiar 
foci to the extent that in critical writing, words for this.. 
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analytical subcategories themselves have been formally 
Incorporated into the language." , 
Accounting for the literary competence brought to bear 
on the stories that are the objects of this dissertation is 
also a matter of acknowledging a number of theoretical 
sources which inform my own critical approach, sources which 
have been Orawn upon for years, in some cases decades. 
Their lessons have been assimilated and synthesized to the 
point that it is now difficult to separate them for purposes 
of specific credit. However, for those familiar with the 
works in question, mentioning a few of these primary sources 
can perhaps help prPsPnt an idea of the nature of the 
literary grammar I bring to the reading. 	In addition to 
Culler, Claude Lei-Strauss, 22 Roland Barthes, 29 Andre 
Bazin, 29 Keith Cohen, 22 Marshall McLuhan, 22 Vladimir 
Propp, 22 Ferdinand de Saussure, 22 Harold Scheub, 29 and 
Robert Scholes," Tzvetan Todorov, 29 and Renee Wellek and 
Austin Warren" are theorists whose works inform my own 
perceptions of any literary work I confront. 
From another standpoint, the application of theory, the 
acknowledgement process is a matter or making clear the vPry 
specific methodological influence of the structuralist 
analytical practices of Harold Scheub. Following his 
methodology, it is possible to make a very detailed study of 
the patterning of isolatable elements of a story, and, 
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primarily by searching for conceptual linkages among these 
elements which are apprehended diachronically in the reading 
process, to abstract synchronic patterns of meaning which 
are built up as these linkages are elaborated. This 
methodology is extremely useful for thematic analysis, that 
is, the process of attempting to communicate, as a scholar 
or critic, the relevance, both aesthetic and informational, 
of a particular narrative to the individual situation of the 
prospective reader of it. 
But at the same time, in following this analytical 
method, the critic is true to the artistry of the author, 
for there is a constant awareness of end calling attention 
to the artifactual nature of his object of r,tudy in this 
drive to make perceptual connections between isolatabie 
narrative imnges. The nnalyst is ultimatel:T driven to 
produce a non-fictional counter-narrative in reaction to the 
particular fiction which is under examination. This 
counter-narrative is based upon the perception of relevant, 
useful information--here including the sensation of pleasure 
under the concept of utility; this information is accessed 
by means of a aynchronic reordering of narrative images 
during, and as a result of, the structuralint reading 
process. If desired, this information can then be taken 4 
further to non-literary analysis, perhaps anthropological-
sociological, perhaps political as in the Marxist analyses. 
The concept or establishing linkages between images is 
worth closer examination. My own critical approach to 
newspaper and magazine fiction may be summarized as follows: 
first, ideally, examine the entire paper or magazine 
issue(s) in which the story appears, seeing to what extent 
this print, graphic, and pietoral information can serve as 
context for or a ccmmentary upon or esen a participant in 
the actual narratii,e text. 	During the rending of a serial 
story especially, hut with single-issue stories as well, the 
physical layout of the piece is examined—in this 
arrangement of the text, in the grouping of paragraphs into 
segments, or in the cutting of a story into installments, 
the reading is inevitably affected. Certain images will 
receive emphasis, certain narrative segments—movements, 
episodes—will be brought into montage, by physical layout. 
Is the story, or individual story installment, divided into 
segments delineated by graphics or text headings? 	If it is 
a serial, at what point is the story line cut to be 
continued later? !low do summaries for new readers affect 
the reading? 
In a close reading, I usually perform my own cutting 
even as I try to be attentive to that done by the producers 
of the text. One aspect is anti-narrative, in that I am 
watching the surface, the raw material of the story, and 
scanning for interesting language-use. The story in this 
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aspect is more or less treated like ordinary conversational 
discourse. I have a readerly expectation that there is 
potential for artistic. unordinary language-use, and I can 
apprehend such occurrences especially if 1: allow myself to 
succumb to the illusion that I expect a newspaper fiction 
narrative to attempt to present: that it is a non-fiction 
account of a real world. Then highlighted language 
functions to return focus to the constructed nature of the 
work of verbal art. 
I also cut the narrative as a story. I experience the 
events of the story, and as they are usually plotted out of 
chronology. I am constructing a parallel, chronological 
story line which enables me, through comparison, to 
appreciate the effects of chronological rearrangement for 
	
--A 	artistic purposes. The organization of sub-narratives, that 
is, small cenflict and resolution processes within the 
larger narrative conflict and resolution is then noted. 
These may connist simply of a single, isolatable movement of 
A character from one place to another, or possibly of 
temporal movement only, in the situation of, say, the 
portrayal of A character's ratiocination. It is a matter of 
experiencing some narratiee event of change or 
transformation on the part of a story character. Physical 
Aki 	movement is a convenient signal of a narrative event or 
element boundary; some story conflict (question, mystery, 
provocation) or resolution (answer, solution, retaliation) 
will inevitably occur within such a movement. 
Individual narrative images are perceived to cluster 
into small conflict-resolution episodes; these episodes are 
part of the diachronic elaboration of the story's large 
conflict-resolution axis, but they are also simultaneously 
read synchronically. That is, they are constantly being 
compared with each other, reordered into montage 
relationships in order to experience and apprehend how this 
clash of images can produce different meanings. Meaning 
here is defined as a type of understanding that is at once 
the experience of aesthetic pleasure and the taking in of 
. useful information. What allows this reordering is the 
sensation of repetition, whether actual--the same words, the 
same mental picture or image--or semiotic: symbolic 
processing of information, metaphorical perception. From 
the synchronic understandings of the organization of 
narrative images, commentaries on the concerns of life in 
the real world are abstracted, whether as explanations, 
strategies of sur .cival, catharses/therapies for the traumas 
of everyday existence, or all of these things together. 
In addition to coming to a greater appreciation of the 
individual story, I believe that a close reading that takes 
a structural orientation is also helpful for generic 
analysis. One of the Assumptions of structural analysis of 
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oral narrative is that each individual narrative is part of 
a tradition, and even this so-called individual narrative 
would be argued to be actually the sum of the infinitely 
possible variants of individual performance of it. In the 
tradition, each particular narrative performance is 
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necessarily perceived in reference to the other constituents 
of the tradition, though each audience member's background 
will vary according to experience. Swahili newspaper 
fiction might be seen as part of a larger tradition as well. 
Individual stories may be read against an assumed knowledge 
of other stories from within this medium-form, and new 
readerly experiences will be affected by the old. The 
analysis of a single story leads to speculations about 
conventions, and generic concerns are stimulated. 
Newspaper stories can also be read against the 
educational system's fictional canon: consider, for 
example, the presence of Shaaban Robert's name in a number. 
of the authors' turvey responses described in the previout 
chapter. it was also proposed earlier that his prose 
fiction works ars still the most revered of any on the set 
book list. 	While it is more problematic to distinguish ts 
high cr elite literature from a popular or mass literature 
within the works written in modern Standard Swahili than it 
is within the American or British English literary 	.1 
tradition, it is easy to see, whether examining extrinsic 01' 
intrinsic aspects of the text in question, that there are 
striking differences between, for example, Shaaban's 
Kusadikika (Believable (the name of the eponymous utopia); 
and Eddie Ganzel's "Lamsiki Bweha" (So Long, Jackal]. 
The point here in that there is more likelihood that 
the reader of Ganzel will have had an experience of Sheehan 
Robert too, just in the process of acquiring literacy; flier 
would be less espectation of such a readerly situation 
occuring within a written literary tradition, including its 
educational system, of greater age, number of works, and 
corresponding distinctions between elite and mass audience 
texts. An underlying assumption nf this study has been tha 
a close analysis of the newspaper fictions, employing 
structuralist methods, will revPnl a degree of complexity i 
artistry that might be unexpected, especially if the alien 
reader carries to the body of Swahili fiction a distinction 
between popular and elite art baaed on his experience of 
written narratives of different types and in different 
print-forms from within his own literary tradition. 
The differences between the bookbound Swahili novels 
and the newspaper serials are important, but the distinction 
Is not so great that the two currents within modern fiction 
writing should be completely cut off from one another. 
Artistically rich and complex novels adopted for the 
schools' set book lists should not thereby be viewed as 
•-••••••-- • 
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works totally alienated from the mainstream non-student 
readership; by the same token, newspaper and magazine 
fictions offer at lenst the potential for highly satisfying 
aesthetic 
task of a ,-lose reading, 
search for its structural complexities, to reveal such 
potential artistry. 
This is not to say that my 
would argue again that no reading is apolitical, and that it 
is a matter of emphasis in a particular exegesis: 
or 	rely strongly, 	me 
account, 
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unstructurings in alno a linking of the fictional world cith 
the real. 
The narrati%e, e%en a newspaper story, whatever el•e it 
provides, also offers a literary communication about 
society. No matter how preoccupied the reader is with the 
elaboration of story images and the reaction to their 
juxtapositions, in this reading process some of the 
knowledge acquired, the stimulation aroused, the pleasure 
experienced, can be traced to an inevitable apprehension of 
the narrative event in some essential part as a type of real 
world event. Again, this is an aspect of the power of 
narrative, to impinge to some extent on present 
consciousness and on memory as if it were a lived 
experience. At some level, the reader eventually 
accomodates the experience of the narrative event in the 
same way that, for example, the dreaming of a dream must be 
accomodated. 
In my own analysis, then, I must acknowledge that there 
is an extrinsic component, one which might be labelled 
further as sociological or perhaps anthropological. Not 
that the story is seen as a type of sociological account, 
but rather as a type of sociological education or even as a 
sort of therapy. In the perception of the story, in 
addition to sheer pleasure in the experience of a narrative, 
the reader is presented with a kind of elaborate metaphor 
and instructional rending 
the unravelling of a text and the 
experiences. It is the 
methodology is apolitical; 
the 
political may be emphasized 
it must be acknowledged, but even failing acknowledgement,  
So to the assumed to have shaped the reading in some way.  
taken into extent that political readings must 
it might be possible to characterize my own responses as 
variously liberal, or progressive, or in some situations 
even explicitly anti-capitalist or anti-neocolonialist, at 
other times "bourgeois" in the extreme: but such 
reactions 
cannot constitute much in the way of an organized critical 
approach methodology. No matter how concerned my own 
text is occupied with the narrative's internal dynamics, is 
with the Swahili critics who unravel the text in order 
eventually to tie it to a Marxist or otherwise socialist 
political analysis, the ultimate goal of my own readerly 
be 
society. The story images are, in this scnse, a 
mechanism whereby social issues or''conflicts c a n 
and tamed. 
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This, in my approach, is the for real world concerns. 
motiyation that underlies the 
elaboration of narrative images, and the effect of their 
Through the manipulation of fictional images, order is put 
juxtapositions with each other in the narrative process. 
onto chaos, transformations are effected; the source of 
is real, everyday life within 
kind of 
be captured 
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CHAPTER IV 
AN ANALYSIS OF A SERIAL STORY 
The critical approach to the Swahili newspaper 
narrative can be put to the test at the level of the 
individual story. If the theory works as it is intended, 
any story should do as the initial subject, as the point of 
entry into the world of the newspaper narrative. However, 
it would be more interesting to examine a serial than a 
self-contained short story, from the point of view that the 
medium-form represented by newspapers or magazines is the 
particular domain of this type of print narrative. 
The story I have chosen for analysis is "Mbio za 
Wahalifu" ("Gangsters' Run") by James Isaac Mwagojo,' listed 
as number 53a-c in the Baraza catalogue (Appendix 2). My 
own literal translations of the story and of the other text 
material which appeared on the newspaper story- pages, as 
well as photocopies of those story pages, are included in 
Appendix 4. I have chosen this particular story for several 
reasons, accidental and planned, or perhaps accidental and 
then rationalized. 
Previous to my research in Kenya, f had read other 
Swahili newspaper serials; they had been provided by Dr. 
Patrick Bennett as course materials in language classes at 
the University 11 Wisconsin. 	Also, -Mbio za Wnhalifu - nq 
rt 
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one of the few stories I had collected on my own during the 
course of my fieldwork, and was one that struck me as being 
more than usually well-written and interesting for a 
newspaper serial. At the time, of course, I was comparing 
this story to a very limited number of others, stories by 
Eddie Ganzel and Omari Chambati which had been read in Dr. 
Bennett's language classes,' and then to the others which I 
had collected during the period when I was in Kenya./ Even 
at this writing, the fifty or so stories I have read or 
scanned out of the total available to me from the Library of 
Congress microfilms is eomparatively small. So Mwagojo / s 
story is a star that currently shines in a very small 
galaxy, and if it were to be viewed against the background 
of the entire universe of stories, even of the universe of 
stories available on the microfilms, the critical valuation 
could be quite different. 
But given the limited number of stories to which I have 
compared it, "Mbio za wahalifu" still 3eems a good choice 
for analysis. It seem both typical enough of newspaper 
fiction to serve, after having been critically dissected, as 
a model for the analysis of other works; and interesting 
enough as a narrative to stand as an object which stimulates 
a critical response because of its own uniqoe literary 
merits.  
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Since collecting the stories from the Library of 
Congress microfilms, I was able to find several more of 
Mwagojo's stories, and so was able to view "Mbio za 
Wahalifu" in the context of other examples of this writer's 
work. Only one of Mwagojo's stories appeared in Taifa  
Weekly  during the period covered in this dissertation: 
"Mkamia Maji Hayanywi" (1561, Oct. 3, 1970. 	From the Baraza 
group, however, there was one story which appeared even 
earlier than "Mkamia Maji" did in Taifn. That one wa s 
"Chombo cha Kushika Maneno Chatoa Sin i" [511, of Sept. 18, 
1969. Yet another Baraza story published prior to "Mbio za 
Wahalifu", entitled "Ujanja wa Omar Wafanya Wezi Stadi 
Kunaswa na Polisi" 1521, appeared on Oct. 18, 1973. 
After "Mbio", two more stories, these also serials, 
appeared in Baraza: 	"Simu Hutoka Mombaaa" (54a-el, Mar. 
1-29, 1979, and "Lemba In Ukoka" [55a-k1 Sept. 27-Dec. 6, 
1979. Mwagojo therefore seems to be a Baraza writer in the 
way that Ganzel is a Taifa writer. 	I do not know if 
Mwagojo published in any other newspapers or magazines 
before or after the dates of his works mentioned here. 
Based on my own bibliographical work and that of 
Bertoncini, 4  I am fairly certain that he has not had a 
bookbound publication through 1985. 
"Mbio za Wahalifu", then, was probably Mwagojo's first 
serial story, and if so, also the first appearance of his 
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detective hero Harry Kidozi, who reappears in the 1979 
serials. Thus, in hindsight, Mbio is still perhaps the best 
choice of a single item for close analysis. if the range is 
now visualized as encompassing the whole output of one 
deserving author, yet the choice is restricted to only one 
significant work from within that range It is possible to t. 
see the story as one of a series of literary events, 
arguably the most significant event, on the timeline of 
Mwagojo's development. an  a writer. The early single-issue 
stories might show his promise and give insight to his 
thematic concerns; the story under consideration herb might 
be viewed as the fulfillment of the promise after the 
opportunity to write a longer, developed narrative presented 
itself; and the two serials which followed might stand as 
variations on this initial success: 	interesting in 
themselves, but progressions from a certain crucial point of 
accomplishment. That point, then, seems the logical place 
to focus upon. 
There are, then, other of Mwagojo's newspaper works 
available which constitute a potential subject for the 
second step in analysis, the examinstion of the range of an 
author's works through a given period, ideally his or her 
entire output. A third step, or perhaps paralleling second 
14 
	
	step, would be the attempt to categorize by subgenre, e.g. 
detective fiction, horror stories, science fiction, etc. 
I I; 3 
Other authors, surd, AS Eddie Canzel, Omnri Chambati, and 
Azizi Mchangamwe, fnr instance, have been even morn prolific 
than James Isaac ML,agojo; if frequency of publication is a 
mark of some type of success and therefore critical 
interest, these authors' works also immediately come to mind 
as candidates deserving of this type of diachronic 
examination. 	However, in this chapter, I am interested in 
the single serial story. Mwagojo's other stories will he 
examined in the next chapter, after the close analysis of 
"Mbio za Wahalifu" has been completed. 
In a "full" analysis like the one offered here, the 
ultimate method would be to read the complete issues of the 
newspaper containing the story, and, in the consequent 
examination of the fiction narrative, to consider all this 
additionally-read material as somehow part of the overall 
Story reading experience. The reader might adopt this 
strategy with newspapers and magazinea at hand, or with past 
issues which have somehow been preserved, like those on 
Library of Congress microfilm, if this is not too tedious or 
costly. In fact, in attempting to survey the entire body of 
microfilmed newspaper fiction, I myself did not do this 
during the process of gathering copies of stories. 
Even if the whole newspaper is rend along with the 
story, the reader is at least one remove from the situation 
of reading the story at the time it appears--being even 
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farther removed if he is a cultural alien coming to the 
story. He is out of synchrony with the temporal, spatial, 
historical, and cultural context within which it was first 
released. He has the advantage of being able to read at a 
single sitting rather than having to experience the (ideally 
only) weekly waiting period for the next episode. Just to 
know that there is a complete story is a different 
situation, occasions a different reading experience, from 
that of the reader who is never really able to count on the 
newspaper printing all the installments, or can't be sure 
that she will have the time, money, or opportunity to get 
hold of succeeding issues even if they are published. 
Reading each entire edition of the paper in which the story 
installment appeared, then, is a very limited way of trying 
to establish a link with that context, a return to the time 
and place in which the piece was read by its primary 
audience. 
Reading the whole newspaper edition also attempts to 
duplicate what is fte.sumed to be the experience of the 
imagined reader from this original target audience. It Iai 
reading of the fictional narrative text itself in the 
context cf coming to it along with other supposed 
non-fiction narratives, as well as other non-narrative 
texts, and pictorial images (i.e. photographs, drawings, 
designs, borders/text-organizers, etr). 	it has been 
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previously argued that the experience of this material can 
influence the reading of the story itself; it was suggested 
that, assuming the reader just in the process of absorbing 
the printed material before him naturally links, say, a news 
story or an advertisement to a fiction, then the 
extra-fictional material can be seen as potentially able to 
flesh out narrative images, or to corroborate the 
verisimilitude of those images. 
Some specific,  examples can illustrate these points. As 
it happens, the serial under examination here appeared soon 
after the death of Jomo Kenyatta; the headlines and lead 
stories of the first of the three issues containing story 
installments were converned with Daniel arap Moi's 
succession, and the ruling party KANU's attempts to 
deal 
with the reshuffling of the political deck that was oceuring 
as a result. The second 
issue's front page material was 
divided between the announcement of crap Moils Kenyattn Day 
plans (a major Kenyan national holiday, October 20, 
commemorating Kenyntta's release from prison by the British 
colonial government), and coverage of 
a murder trial that 
had received a lot of media coverage and, because of the 
nature of the crime and the exposure in the press of the 
lurid details rel.raled in court trial, had captured the 
public imagination. 	The last issue'l front page was 
dominated by 
coverage of the same trial. All three issues 
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also carried astrologer Yahya Hussein's column in its usual 
place on the title page. 
These cursory descriptions of first-page newspaper news 
stories are enough to suggest possible linkages with 
fictional themes: it is a time of some degree of turmoil On 
the national political scene, so the ordinary, day-to-day 
existence of the common man is correspondingly brought into 
question to the extent that it is tied to the forces of 
national order. There is also the empirical evidence of the 
attractive life of the urban upper middle class or elite 
presented for delectation in a state of disruption by 
corruption and murder. Finally, there is the presence of as 
astrological ordering of reality, a system of prediction 
A 	
which, at lesst in all three columns examined here, did not 
hesitate to eelve into politics and inrnational affairs.. 
Following this broad thematic scan, it is probably 
possible to tie every tern from the three Baraza issues thst 
carried "Mbil za Wahalifu" to some commentating action On . 
the fiction. Further, this type of procedure can be more 
tightly focused if a search is made for material which ow) 
expand upon selected narrative images. However, as an 
example of the fleshing out of narrative images by means Of 
extra-narrative items, I will concentrate here on a detailt 
look at such material as appears on the three story pages 
themselves. 
In the issues of Baraza in which the three serial 
segments of "Mbio za Wahalifu" were published, there are 
several advertisements on the story page along with the 
text; but this particular story was not illustrated with 
cartoons. The first story installment shares space with a 
news story: actually a promotional feature for a musical 
group called "Jambo Mambo", with a photograph of Maggie 
Wanjiru, one of its dancers, above the text. 	In the same 
issue, there is also an advertisement for a herbalist named 
Ouma Maka Dudi; and there is a notice from Phonogram (a 
record industry multinational based in West Germany) 
announcing that the group "Honey M" will appear in concert 
at the Henyatta Conference Centre in Nairobi. For the 
second serial installment, the story page again has the 
herbalist's ad, and one for the Textbook Centre, a major 
wholesale and retail outlet for all types of books and 
office supplies. Along with the ubiquitous herbalist, the 
concluding third story page has an ad for Phonogram again, 
this one a listing of "rekodi mpya moto moto" ("hot new 
records"), all by local and regional artists.' 
' It is a fortunate coincidence that the piece on "Maggie 
Toto la Jambo Mambo" ("Maggie the Babe of Jumbo Mambo") 
happens to appear along with the opening episode of the 
story, since an important element of this detective thriller 
Mbio is the "stejishoo", a group with modern instruments 
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(electric guitar, drums, sometimes horns) fronted by 
dancers, appearing in a big city nightclub. The photograph 
of Bi. Wnnjiru here then acquires a narrative force similar 
to that of the cartoon illustrations which often accompany 
Taifa Weekkx's newspaper story installments. However, this 
kind of reading is only available to readers who can read 
all the installments together, since narrative material 
about the "stejishoo" does not appear until part three of 
the story, though, as will be Sen below, this element 
should have been introduced in the conclusion of the second 
episode. 
The appearance of the Phonogram advertisements 
reinforces the message suggested by the Jambo Mambo feature; 
It is possible to use material of this sort to compose 
readerly picture of a society which is accepting 
Westernization with open arms, participating in the 
industrialized world's international urban pop culture, but 
at the Raffle tine working its own local permutations on ths 
process. The announced rock concert is another element in 
the same vision. At the time Mbio appeared, Roney M was tbg 
hottest Weatern-type rock group in Fast Africa. The semberf 
of Poney M were from Jamaica, but the group was 
headquartered in West Germany; they toured the world plays 
and singing Europop rock and reggae in a manner rem1nisr00 
of the Swedish group AI1HA. Most local and regional pop  
music groups, however, including most of the ones listed ir 
the second Phonogram ad, as well as the Jambo Mambo band, 
played in the style of Zairean and West African electric 
musicians. 
An urban international culture is evident here, with 
the material trappings of the West: radios, stereos, 
cassettes, electric instruments, nightclubs and 
concerts.. ,and books, from the Textbook Centre. These 
real-world elements go along very well with the personal 
style of the sophisticated detective hero, Harry Kidozi, 
whose fictional world is filled with machines and 
technological wonders, and whose occupation takes him into 
the exciting world of show business. On the other hand, 
there is also Ouma Make Dudi, able to afford a weekly 
newspaper advertisement, selling charms, amulets, and 
aphrodisiac potions for up to the exchange-rate equivalent 
of $20 U.S. 	In terms of the local cost of living, this was 
an astronomical sum. People might be becoming Westernized, 
but there is still a place for the traditional herhnliet in 
the big city; similarly, in the Story, both the detective 
hero Harry and the police still remember and quote the 
traditional proverbn, and Harry hug his traditional 
occupation of farming along with his detective busineea. 
In addition to the advertisements the newspaper e. , rial 
segments also ..entain i- (traneons material added to the .1tory 
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by the editors—lead banners, concluding "teasers", and 
summaries of previous installments. The following is my own 
summary or the story, offered here as n means of more 
convenient comperisen with the story summaries the Baraza  
editors provided: 
Harry Kidozi, a private detective, is at home getting 
ready to go to a soccer game with his wife. He is warned by 
phone not to take a case. As he leaves for the game, he 
finds that the air has been let out of his car's tires. His 
partner then drives up, and informs Harry of a similar phone 
threat, followed by the appearance in their office of the 
prospective female client. She had reported the murder of 
her husband, who had been murdered after he'd received a 
phone call. Before she could offer further information, she 
was shot, and went into a coma. Roy, Harry's partner, has 
kept all this evidence from the police (first installment). 
After witnessing the soccer victory of the Nairobi tees 
he favors over the local club, Harry gets busy on the CASA.' 
With the help of 	offieial at the phone company, by 
tracing telephone records of the calls which he, his 
partner, and the murdered man received, the private eye is 
able to discover the %ictim's address As well as that of the 
suspected killer. He finally shares the evidence he has 
with the police; he in told that his suspect is wanted fors 
murder in Nairobi. Harry is allowed to accompany the policl  
to the murder site. There he demonstrates his superior 
investigative perceptions and skills (second installment). 
After the police Leave, he discovers further clues, 
including photos of the murder victim, of a woman he 
supposes is the one lying unconscious in the hospital, and 
one in which this woman appears naked together with another 
man. A letter suggests that this man in her brother and 
erstwhile dance partner at a certain nightclub, where Harry 
goes next. There, as a result of a conversation with a 
barmaid, he is able to deduce the motivation of the crime. 
The wounded woman is revealed to heve been involved with a 
pair of gangsters, to have been the lover, and not the 
brother, of one of them; she would seduce men and lead them 
to the gang so that they could be robbed. She had married 
one of her prospective victims. 	After discovering thie, 
the detective goes to confront the killers, and though he is 
knocked unconscious, they are captured by the police who hod 
been celled to back him up. Al] is resolved: 	the wife 
seen to have set up her husband to be murdered, and then to 
have attempted to doeblecross the murderers in order to 
inherit his wealth. 	Harry goes on to spend the night with 
the helpful barmaid, though he feels somewhat guilty About 
leaving his pregnant wife alone at home. 
In the case of this particular serial story, an 
examination of the editorinl summaries with which the 
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newspaper lead off the second and third episodes yields an 
example of the expectable typographical errors within this .e/ 
ephemeral medium-form: it seems that the narrative is cut 
prematurely at the end of the second installment, just 
before the revelation of an interesting plot-turn. This 
could have provided an ideal "cliff-hanger" ending to the 
episode. Also, the text segment with which this second 
installment ends is "headlined" (in the manner discussed in 
the previous chapter) by the title "PICHA" ("picture(s)," or 
"photograph(ll"), yet no picture or photo occurs ih this 
segment. Then, in the opening of the third installment, the 
hero discovers the letters which suggest a sibling 
relationship between the male and a female story characters 
mentioned in my summary above, yet also finds the photograph' 
of the two naked together. The readers' summary which 
begins the concluding installment of the story had already 
revealed this element before it actually occurs in the 
narrative text. The misleading segment-headline and the 
premature revelation in the summary suggest that this 
narrative segment was originally intended for the conclusion 
of the second installment. This is finally proved when, in 
the second column of the third installment, within the 
segment headlined "BIBI YA HOGAN," there is the sentence: 
"Hebu soma sehemu ya tatu upate kiea kamili nit kugundua kens 
huyo alikuwa Anson au ni vipi." (Read part three so you can 
get the complete story and diecover whether that was Anson 
or how is it.I 
There are two other layout mistakes in this particular 
story text, as welt as typographical errors. Spelling 
errors that are the result of publishing production 
processes are here distinguished from non-Standard usages 
occuring in the author's composition of the narrative, and 
with this kind of a statement, the analysis turns to 
features of the story text proper. The first area of study 
could be characterized as linguistic in nature, in the sense 
that it is a matter of looking at ienlated words, phrases 
and clauses, and even a few sentences, with an eye here 
simply toward their inherent properties, rather than their 
function or role in the elabcration of a lengthy, organized 
kind of discourse. Later, some of the items isolated in 
this section will be examined as to their narrative 
function, but here they are featured as elements of the 
author's style, his use of the raw material of language. 
Ultimately, this stylistic usage cannot be separated 
from its appearance in 'ii certain type of extended discourse; 
labelling usages in this section an "linguistic", and 
visualizing them in distinction to "narrative", is purely 
artificial, since, to the extent that any separation in 
function can even be conceived, perception, or how these 
usages are read and experienced (linguistically - and/or" 
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narratively ), 
identify linguistic elements which both typify Mwagojo's 
Swahili when he is writing a story, operation of Standard 
and also distinguish the story itself. 
this linguistic domain, several categories will 
They are set off by headings. Citations are 
pages (see the facsimiles in 
numeral 	II, or 
be 
made to the newspaper story 
Appendix 4) by part (marked with Roman 
II), column (1 through 5) within the part, and then full 
paragraph counted from the top of the column indicated. If 
the part or column is not mentioned in a particular ' 
citation, then the paragraph is to be fcund in the locatio0 
immediately preceding its mention. Starred items reflect 
the assistance and corrections provided by Dr. Patrick 
Bennett in his review of this section. 
examined. 
Within 
occurs simultaneously. This section seeks to 
transposition of letters as in "kumtaiza itesi 
"kumaliza kesi (finish the case)" (pt. It, 
from top), and the occurences of en "extra" letter w 1 
verbs -9J1E1 (be ki)led) and -s.huklia. (takei: 
col . 
versus 
4, par. ft . 
"Bwana yangu aliuwawa (my husband was 
killed)..." (I, col. 4, par. 1 & 7) 
...tutachukuwa hatua (we will take 
steps)..." (II, col. 2, par. 15) 
In the summary that precedes part TI, presumably composed by 
an editor rather than Mwagojo himself, an occurence of the 
of -ua is spelled according to the Standard usage. 
is possible to find a few other non - Standard usages 
of various prefixes, variations which are nevertheless 
familiar and easy to understand: 
"...usiependa kushindwa (you who don't 
like to be beaten!..." (I, col. 2, par. 
6) 
'...simu hiyo ilikikuwa inatu)nya (that 
phone call which was warning us). ..(col. 
3, par. 22) 
"Katuache Stadiumu ((go on to) Let us 
off at the Stadium!....Kakae chonjo 
Hand thenl Stand readyl." (col. 5 , Par. 
7) 
"...namwona yuwaja (I see her 
coming!..." (III, col. 2. par. 
Non-Standard Usajies  
In mentioning above the distinction between 
typographically erratic and nen-Standard spelling, I luld 
mind, for example, the difference between an obvious 
passive 
r t 
"Akishajua mahali pesa zilipo [As soon 
as she knew the place where tIm MenC Y 
jai..." (par. 25) 
For want of a better place, I also include in this category 
the many occurences of the variation -mu- instead of the 
,4 	expected -mw- third-Person singular object-prefix before a 
verb-stem which begins with a vowel (and one instance of its 
usage as an alternative to second-person plural subject - 
prefix -1)--). 
2. Inter olations_of Eagliah_lind Arabic". 
Another feature of Mwagojo's language is the 
incorporation of Engliqh words into the text. There are 
even some English verb' with Swahili grammatical prefixes. 
Most instances are not so clearly impositions, especially 
with the case of the inflected verbs, but I mean to include 
here examples which intuitively don't were to be truly 
borrowed (Yet?): 
"...huwa inarekodiwa lit's always recorded)...' 
(I, col. 2, par. 6). Contrast with use of -MUM 
[be trapped) in col. 3, par. 23. 
"Nilihonyeza tape [I pressed (turned on) the 
tape)..." (col. 3, par. 23). 	Contrast with WM 
in 111, col .5, 101) 
--1: Ur!!! 
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"...kwa kutumia mlango we afisi bro [by using the 
office door, Brol." (col. 4, par. 14) 
"...kulisakata boli (hitting (kicking) the 
ball)..." (II, co1.1, par. 2), rather than use of 
mpira.  
"Bro! hujui vile (.fro! You don't know how).
(col. I, par. 2) 
"Ni kisu lp"mheji kabisa (It's an absolutely 
special knife)." (III, col. 1, par. 8), rather 
than something like mallum. 
"Ni nani aliyesema kuwa 'Money Speaks?' (who Was 
it who said that)..." (col. 3, 	par. 3) 
There are any number of additional borrowed lexical items 
(eg. trafiki, switchi,  mashine), but the preceding cited 
examples are listed because Swahili or "Swahili-ized" 
equivalents exist for the English actually used. Also in 
this section, I wish to note Mwagojo's depiction of English 
labelling vocabulary and "military time" numbering of hours 
in the Posts and Telegraphs section of the story (II, col. 
3); it adds a touch of realism, since Kenyans know business 
there is mostly conducted in English. In addition, I would 
like here to gloss "Yuko H.H." (I, col. 5, par. 4) as "His 
Highness Agha Khan Hospital"; to note "...kitanda cha kulnla 
41 
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ni cha aina yn fomeka" l*"formica"1 (III, col. 1, par. 2), a 
usage which I assume is bprrowed, but 6hich I do not 
understdrid; and an Arabic borrowing: "...ningekuwa na cheo 
cha juu katika dhehebu la dini." I could not find this word 
in either the Johnson dictionary or the new Oxford 
Swahili-Swahili one, but assume it is a variation of Arabic 
madhhab,  "sect, denomination," *the Swahili version of which 
is madhehebu,  and is listed in Johnson. 
3. Expressionsi_les,  Metaphcca 
This category is meant as a catch-all for all typps of 
usages which are elements of Mwagojo's style but which seem 
isolatable from his narrating process. 
Roy's vehicles then seems to be 
idiosyncratic, a way 
linguistically. 
of character-typing 
"...ilikatwa kwani mwendo wa saa saba 
unusu bwana yangu alipokea simu (it was 
cut because at 1:30 my husband received 
a phone call]...' (col. 4, par. 2). 	The 
usage of the word in the sense of "at" 
or possibly "around" in unfamiliar, *but 
probably relates to the English usage 
"going on." 
"...mahali ilipo teksi. yetu (the place 
where our taxi i81..." (col. 3, par. 2; 
and other instances). Harry, the 
first-person narrator of the story, 
r.apeatedly calls his personal automobile 
a teksi., and his partner Ro)'s car 
likewise. 	In the story, he also 
actually hires e taxi for his wife (11, 
col. 1, par. 1), and calls a police car 
a Kari dogo [smAlla  (LI, col. 4, par 
291: Harry's use of teksi for his and 
"...chini ya ulinzi mkali (under 
fierce/sharp guard]." (col. 5, par. 2; 
and other instances). An extension of 
the use of this adjective by Mwagojo (or 
his characters) to ideas of intensity 
and thoroughness. 
"...iliichapa timu bingwa (it hit/struck 
the champion team)..." (II, col. 1, par. 
2) a vivid colloquial word-choice by 
Harry over the more neutral alternative 
shinda (defeat). 
-4 
"...kutuna mkmn_ga au daktari we bandia 
(to send a fake midwife or doctor).. 
(par. 14). The word for "midwife" used 
for "nurse", and later "...polisi wenye 
mavazi ys. ilkunga [police with midwifery 
clothing)..." (col. 2, par. I) for 
something like "hospital functionary" as 
an alternative to the expected mEllguzi 
[nurse). 
"...warembp kadha wa polisi (various 
beautiful women of the police)..." (col. 
2, par.1). The speaker, Corporal 
Karisa, uses this word, which denotes a 
woman physi:.ally beautiful and/or 
dressed up or adorned, rather than a 
more neutral choice in his phrase for 
"policewomen. 
"...ndani :got° sana! [inside very 
hot)...Laini...ziko mato (Lines.. .they 
tare hot).* (also in par. 1). 	Corporal 
Karisa again; the second usage, to 
describe tapped phone lines, seems 
influenced by English. 
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"Poa mjomba [Cool off, Uncle)..." (par. 
2; other instances). Use of the kinship 
term for maternal uncle or nephew as a 
familiar form of address. However, 
Johnson also mentions that the word is 
used by "natives" to mean "ethnic 
Swahilis." 	In this instance, it is 
((arise addressing Harry; however, in the 
two other occurences, Harry greets 
Inspector Nasoro, and Inspeetor Ehamis 
addresses Harry. Karisa is probably not 
a mother-tongue Swahili speaker; Harry, 
Nasoro, and ((ham is probably are. 
$Karisa mny be a Giriynma. 
...anamera kutueliezea lelemama [she 
starts dancing a lelemama for us)..
(par. 16). 	An interesting rre-taphor for 
the wounded woman's potential trickery. 
This dance term is glossed in the Oxford 
University Press Kamusi  ye Kiswahili 
SRnifu  as "ngnma ya wanawake inayochezwn 
juu ya mabao na kwa kutumia mbiu" 
(emphasis mine) ("a women's dance 
performed on boards and by using 
horns"). However, Pri nt s also mentions 
• 
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it in passing as a dance in which he 
"participatPd." 
"...tutajua mbivu na rilbichi [we'll know 
the cooked and the raw (or ripe and 
unripe))." (par. 18). 	Harry's metaphor 
for the unravelling of the mystery by 
the tracking down of the clues he and 
Roy have to investigate. 
v.1 ...simn niliyoiigiwa kwangu (call which 
I had acted out for me)..." (col. 3, 
par. 5), a usage which is somewhat hard 
to understand (thenefactive passive with 
relative and object prefix?), unless 
Harry moans something along the lines of 
"had it [the phone call] recorded for me 
(by means of the automatic system he 
mentions in I, col. 2, par. 71." 	It 
might also be t typographical error, a 
missing "P": 	"nAiyoiEigiwa" [(call) 
which I got). 
hadi afisini (i 
hit/beat the car heat/fire up to the 
office)..." (col. 4, par. 10 and  
183 
elsewhere). One of Harry's expressions 
for drii.ing. 
...nakuambia usife moyo (I tell you not 
to die as to the heartj..." (col. 5, 
par.26). An idiom for "giving up hope" 
used by Inspector Nasoro. 
"Picha nyingi ni za marehemu alizopiga 
katika sehemu mhali mhali tine amepiga na 
wasichana (Many of the pictures are of 
the deceased which he took in various 
parts (of the country) four he has taken 
with girls!..." (III, col. 1, par.3). 
The verb-phrase -piga picha [take a 
picture) here used unexpectedly 
passively to mean "have one's picture 
taken." 
"...kidudu  mtu ye'yote kama mimi? (any 
little insect- man like me)" (par. 10) 
Harry's metaphorical description of 
himself in the context of his getting 
into Ruth's locked room by means of a 
skeleton key. 
(par. 15). 	According to 
anyway contrasts with Harry's previous 
"Wengi wanaonijua buniita Baba Krismas 
[Many people who know me call me Father 
Christmas]." (col. 3, par. 1). 	A usage, 
like Karisa's laini_moto (hot (phone) 
lines], which for me immediately 
conjures British and American usage of 
English in police and detective 
fictions, whether in print or in films. 
*In one of his thrillers, Eddie Ganzel 
also has one of his characters nickname 
himself this way. 
• 	
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"Bongo laniambia hivyo (The brain tells 
Johnson, a variant (rather than an 
augmentative?) of ollangp [brain], which 
usage: "Hapana kazi yangu nimekaa kimya 
huku ubong_o wangu ukiwaza hili na lile 
[It's not my job I sit silently while my 
brain thinks this and that]." (II, col. 
5, par. 15). 
"...kumkonyozea macho dada mmaja ambaye 
ni mtumishi (winking at a sister who's a 
waitress)..." (col. 2, par. 10). 	• 
misspelling or variation on -konici:a . ; 
actually of interest here, Harry's use 
of the kinship term for sister rather 
than a more neutral choice. 
"...niko kimya kama maji ya  mtungini 
(I'm here silent like water in a jug)." 
(par. 11). 	The only simile I noticed 
Harry using. 
"Ndio viruka njia kama sisi (Yes 
(little?) path jumpers like us]..." 
(par. 20), according to Johnson, there 
are two definitions which have 
metaphorical application in Fatuma's 
self-description: "a kind of mouse or 
shrew" and "a small bird-- nightjar." 
The third meaning provided is "a 
restless person who cannot settle in one 
Place to live." 
4 
me E01." 
Proverbs and Saxinas 
In this category, references to or usages of recognized 
proverbs. Citations here are followed immediately by 
Scheven's° numbering. Also included in this category is the 
use of proverb-like sayings 
Lhich here are examples of the 
"professional wisdom" of the particular ehnracter who quotes 
184 
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11 117 them. Again, proverhs and sayings are only cited here as 
interesting usages, with potential for the process of 
deveroping fictional characters, but not concentrating on 
their narrative function: 
"Uhalifu haulipi cho chote...[Crime 
doesn't pay anything ..1" (if, col. 2, 
par. 4). 	LThis i3 from English. 
"Mbio za sakafuni huishia ukingoni 
(1154) [Runnings on the roof usually end 
at the edge]." A reference to the 
proverb is seen in the first two words 
of the title of the story itself. The 
full proverb is quoted by Inspector 
Ehamis in 	col. 4, par.5, and he 
starts to elaborate upon it: 	"...na za 
unhalifu huishia... [and (the runnings) 
of gangaters)," but is interrupted. 
Finally, in Harry's explication scene at 
the end of the narrative, he makes a 
connection similar to the one begun by 
Ehamis: "Anson na Andrew walipogundua 
kuua Ruth anata'tca kuwacheiga ndio...mbio 
zikaanza, mbio za uahalifu (When Anson 
and Andrew discovered that Ruth wants to 
trick them that is (when). ..the runnings 
began, the runningR of the gangsters]." 
(col. 5, par. 5; ellipsis Mwagojo's). 
"...wakati wo wote wenye hntia ni wogs. 
(at any time (at all times) the guilty 
are cowards!" (par. 22). 
"Wahalifq Si) wanngalifu (Criminals are 
not careful]." 	(cot. 4, par. 32). 
"'Wahengn walisema kuwa pannpopita jembe 
no kapu nnyo hupita hapo. Na wataalamu 
wa uhalifu nao wakasema,' namkatia ['The 
elders said that where the hoe passes 
and the basket it too alwaya passes 
there. And experts on crime they also 
say,' I interrupt him]." (col. 5, par. 
21). 	"'Apitiapo mhatifu, hapakoni 
ushahidi,' namaliza ['Where the criminal 
passes, there is no lack of evidence,' I 
finish]." (par. 25). The nearest 
citable referent seems to be Scheven's 
Number 40: "Ndugu wakigombana, chukua 
jembe ukalime/ wakipatana chukua kapu 
ukavune (When brothers quarrel, take a 
hoe and cultivate; when they make it up, 
take a basket and harvest (Scheven's 
translation)). 	*Alternatively, it may 
be from another oral tradition entirely; 
Mwagojo's first language is unknown to 
me, a matter of speculation later in 
this study. 
"Ni nani aliyesema kuwa, 'Money Speaks?' 
au wamjua yule alisems kuwa 'pesa ni 
mvunja mlima?' (Who is it who said that, 
'Money Speaks'? or do you know the one 
t.ho said that 'money is a 
mountain-breaker?')" 	col. 31 par. 
3). 
4. Repeated  Phrases as...Character or .
Actioa_Ia.gs_ 
The last linguistic categorizing I wish to do before 
moving on to narrative analysis is to focus upon items whid. 
actually can be perceived as bridging the gal) between these 
pseudo-divisiot s. or sharing in the qualities cf both. At 
these tag phrases I wish to examine are perceived, their 
repetition is striking in the linguistic or "raw material' 
sense I have been trying to distinguish; noticing their 
IR') 
Consider from the first serial 
"Saa yangu ya mkono yaonyesha kuwa 
ni saa kumi kaso robo (My wristwatch 
shows that it's 3:151." (col. 1, par. 
...simu iliyopembeni (sic) mwa 
ukumbi inaanza kulia (the phone that's 
in the corner of the livingroom begins 
to ring]." (col. 2, par. 2). 	"Namjibu 
na kuanza kwenda penye simu (I answer 
her and begin to go to the ph.niel.- 
(par. 3). 	"...ynongea 3auti kutoka 
upande wa pili wa simu (says the voice 
from the other side of the phone line)." 
(par.5). 
repetition is like noticing a pattern of shape or color and 
momentarily fixing on the component forms or hues. At the 
same time, inseparably, these repetitions, the very pattern 
of the individual forms or hues is perceived; it is a 
Gestalt-type transformation. 
installment the following individual linguistic shapes or 
colors as they are exhaustively cited in narrative order, 
and patterns clustering around things like watches, 
telephones and cars, and actions like looking or moving 
begin to emerge: 
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31. 	yo yote ninayopigiwa huwa 
inarekodiwa mom a kwa moja wakati 
ninapoanzn kuongea (Any call I receive 
is always immediata).y recorded as soon 
as I start speaking]." (par. 6) 
4). 	"...yamaliza sauti na kuikata simu 
[the voice finishes and cuts off the 
call)." (par. 8). 	- Nimebnki nakuduaa, 
huku nikiangalia mkono wa simu kama 
ambaye leo ndio marn yangu ya kwanza 
kuongea na simu tangu nizaliwe (I'm left 
dumbfounded, looking at the receiver 
like a person who today it is my very 
first time to talk on a phone since I 
was born)." (par. 9) 	..najibu banda 
ya kuurudisha mkono we simu mahali pake 
11 reply after returning the receiver to 
its placol." (par. 11). 
5). "Njn navuta hatua za haraka haraka 
hadi mahali ilipo teksi (Outside I draw 
steps of great haste to the plara where 
the taxi isl..." (col. 3, par.3). 
"Twatembes kwa hntua za haraka haraka 
hadi kituo cha has [We walk with steps 
of great haste to the bus stop 1 	(par. 
15) 
"Kwa mbali twaiona teksi aina ya 
'Ford Capri' inakuja kwa mwendo wa kasi 
[From afar we see a taxi of the 'Ford 
Capri' make coming with a great speed]." 
(par. 17). 
"Annzishika breki kwa ghafula hatua 
chache kutoka mahali tulip° (He grabs 
the brake; suddenly a few steps from 
where we are)." (also par. 171. 
"Ro: ,  anaiton motukan kt:a mwendo wa 
was tani (Roy pulls the car away with an 
average speed)..." (par. 19) 
- Roy anawasha sigara na huendelea 
[Roy lights a cigarette and continues). 
(par. 21) 
"San sita na robe alasiri 
nilipokea simu (At 12:30 p.m. I got a 
call)..." (par. 22) 
"...apumua an kujiwashia sigara, 
atoa wingu zito In moshi hewnni (he 
d,4,4, 	41 	vIt.1:411F1. 
..-,'45i, 	irrylvill,1r1 st"i!l'" 
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pauses and lights himself a cigarette , 
-, he lets out a 
heavy cloud of smoke into 
the airl..." (par. 23) 
12). 	"Nilibonyeza tape iliyochini (sic) 
ye meza kwa ink ono wangu wa kushoto [I 
pressed the tape that's under the desk 
with my left hand]....Yote...yalinaawa. 
Kas.?.ti imo ndani ye hii tape , 
[Everything ...was recorded. ihe 
—r-s-Tr.lovrvr-artirmriermirrnwf.77„, 	 r7 4.17'Ir1771771771771r.T.:14,!?1 1 f7.1:77 . 
, ti 	144.0:' Ii  
"Nilijua ilikatwa kwsni mwendo wa 
saa saba unuau bwana yangu alipokea simu 
(I knew it was cut because at 1:30 my 
husband got a ("ELM..." (par. 2). 
"Nilitoka nje mbio....Mars teksi 
ilitokeza kwa ghafula na kusimama kando 
yangu [I went outside running .....t once 
a taxi appeared suddenly ard stopped 
next to me]." (par. 3) 	"Alitoa gari kwa 
mwendo we kasi hadi kichochoroni na 
kuzishika breki kwa ghafula (He pulled 
the car out at a great speed to an alley 
and grabbed the brakes suddenly)..." 
(par. 4) 
meetl" (par. 12). 	The repetitions of 
zakutana [I look at Roy and our faces 
"Namuangalia Roy na nyuso zetu 
	 1 
this element are in the later 
installments: "Sin a haja ya kumuona 
bibi huyo kwa sasa lakini mere sure 
yangu na yake zitakapokutana nitasema 
mengi (r have no need of seeing this 
lady for now but the moment my face and 
hers meet I will 
cassette is inside this tapel....na 
kuibonyeza tape (and he presses the 
tapel...." (par. 24) 
13). "Bwana wsngu aliuwawa...saa nane 
mchana.... nilianza kuduwaa kama robo 
sail hivi [My husband was killed...at 
2:00 p.m... .1 started out in a state of 
stupefaction for about a quarter of an 
hour or 501....(col. 4, par. 1). 
(4). 	"...nilikimbilia simu lakini 
nilipoinua ilkone wa simu ni)ifahamu kuwa 
)aifanyi kazi (I ran to the phone but 
"44 
	
	 when T lifted the receiver 1 realized 
that it isn't working)." (also par. 11 say many things)." (II, 
nami. 
Ni Anson 
see who It 
face and 
kumuangalia ni nani aliyesema 
Sura yangu na yake 
bila shaka [I turn 
is who is speaking 
zakutana. 
quickly to 
me. MY to 
his meet. 	It's Anson no doubt about 
par. 14); and "Kwa it]." (III, col. 3, 
Roth no Anson watazamana mare Ya "Aflza  
look time Ruth and Anson [For the first 
et each otber]..." (III, col. 5, par. 
"Nabakia mimi na Fatuma 
twaangsliana kwa muds na sote 
twatabasamu....'Funguo zako bado 
ninazo...twen'zetu'" (I stay behind 
Fatuma and I look at each other for a 
1 ) • 
( 
keys...let's go) (III, col. 
time and we both smile.. .1 still 
your 
13). 
the 
[He smiles and lets out 
of smoke end throws 
cigarette outside]." 
nature and use of 
Of tape recorders. 
tags are evident. 
(-tom gari kwa 
-4,,noria1ITe4 
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14 are of th 
of characters to explain technological 
procedures of their operation; here, the 
the telephone, and similarly 
with items 5, 6, 7, 8, and 
There are more cars taking off quickly 
mwendo we kasi), brakes being hit suddenly 
ghafuln), things being examined carefully ( -
ona kwa makini), questions asked eagerly (-uliza 
hamu), and so on, throughout the story. 
tagging 
of Roy's smoking habits in 9, 11, 
Repetitions which are noticed at a perhaps 
a semi-
conscious level in the ordinary reading proceas, then, 
be isolated consciously in a critical examinatio0. 
dissection here of the first installment 
of 
probably sufficient to illuatrate the method, and 
some specific narrative patterns which are further 
elaborated in parts two and three by 
repetitions of 
isolatable items from port one. In actuality, this 
d
emonstration is the product of a tedious scanning through 
Items 	
10, 13, and 15 are examples of the constant 
specificity with which characters tag events by time. Harry 
is the speaker in 1, Roy in 10, and the wounded woman in 13 
and 15. 	
in the rest of the story, it is mostly Harry who 
mentions the time by hour and minute, or takes the trouble 
to quantify time lapse. Elements 2, 4, and 
e tendency 
apparatus and the 
1 ' 
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cloud 
examples 
in 3 and 12 
16, action 
Similarly, 
and 18. 
can 
The 
the story is 
to auggest 
...4Traimaregr.1,1111rirlr, 	 1411/171117...,, 	 !Iris ;II ,: 
col. 2, par. 18); "Nageuka kva upesi 
18). "Atabasamu na kutoa wingu moja la 
moshi na kukitiipa kipande chn sigara nje 
a single 
piece of 
(-zishika brnki 
kwa 
the 
'4 
have 
5. Par' 
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the entire narrative and a marking of evry single occurence 
of something I called "linguistic-level repetition"; hence 
the inclusion in the present exposition of item 17, which 
was found to be yet one more such occurence, even though the 
other repetitions or it are in the later episodes. 
In any event, this scanning-marking procedure is one of 
several performed on the story in the process of analyzing 
academically, all with an eye touard pinning down the rhythm 
of the narration. Olher elements can be examined. If the 
linguistic instances cited here are analogous to individual 
notes played on a certain instrument, the next analytical 
step is to isolate notes played on other instruments, that 
is, to examine other possible categories of narrative 
elements, before finally taking e look at how all the 
elements work together to produce the melody--the structure 
of the narrative end the interpretations that arise an that 
structure is perceived. 
The most basic screen or sifting process applied tO 0/0: 
narrative simply looks for foregrounded Language of any 
type, taken, in a sense, as isolated specimens from the 
text, then the levels of analysis which remain necessari17 1 
seek features which are more readily apprehended in terse 000 
their place in an organizations) scheme. In the eategorY 4( 
narrative point of view, the material under examination IS 
still (and always) language, but now it is "uninteresting'  
in isolation, while crucial in the pattern of the story. 
Where, for example, at the previous level of analysis 
repetitions of individual words or phrases might have been 
the objects of scrutiny, in an analysia of narrative voice, 
the story-telling strategy of the narrator within the sto
ry 
becomes the focus point.: 	repetition may figure in that 
strategy, but the repetion may he at the level of "category- - 
rather than "word." To differentiate sueh categories within 
the arrangements of no 	material is to succumb to a 
greater degree to the patternings of linguistic material 
than is required for the more simple perception of a pattern 
of repeated words or phrases. In an analysis of the 
narrative voice, the concern is to build up an impression of 
the knowledgeability and believability of that voice, rather 
than to fix upon its remarkable features in isolation. 
In "Mbio za Wahalifu" the analysis of point of view is 
relatively simple, because the story is the first-person 
narration of the detective hero, Harry Kidozi. 	(One 
broader, comparative topic still awaiting study in the 
examination of newspaper fiction would be to try to 
determine the ratio of first-person to third-person 
narration). Harry relates the events of the story as they 
happened to him or as he learns of them, so the choice of 
first-person narration is also the source of the plotting of 
the story. 
miannwtrrimsffiREMMIVINIEgn 
' 
In addition to Harry Kidozi's monologue, a great deal 
of information is also conveyed by means of the reporting 
of 
dialogue between him and other characters and the tape 
recorded conversation between Roy and Ruth. Sometimes the 
speaker is identified by the narrator, as in this first 
"'Kila mars 
instance of dialogue 
ninapojitayaris ha kwenda 
Marietta." ("Each time I 
begins to complain Marietta.l. 
speaker is also often, naturally, left 
, 	•• 
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grammarians" applies to Ashton's 11 statement of the case. 
Zawawit: reflects Hinnebusch and Mirzn's position adding 
that the feature was the subject of her 1968 master's thesis 
at Columbia. 
Reportage of past events is typicaliy in past tense 
marked affirmatively with -0- or -ka-; also continuous 
past, usually with aspect marker -ki- 5 but sometimes -na-. 
There are numerous occurences of past narration, by a number 
of different narrators in the course of conversation, and by 
this means the chronological sequence of the story events 
obscured by the plotting is revealed. However, present 
tense forms are often seen in past narration once the past 
context has been established. Here is an example of this 
mixing of tenses taken from the conclusion of the story, 
where Harry is recounting the history of the crime as he has 
discovered and deduced it: 
Alimwogopa Rana Anson, alijua wazi 
kuwa bits Anson ku.shikwa maisha hayawezi  
kuwn mama kwake. 
Anson na Andrew walipogundua kuwa 
Ruth annteka ktmachenga...(She feared 
Anson very much, she knew clearly that 
without Anson 's being arrested lifn 
cannot be good for her. When %nson and 
Andrew disoovered that Ruth wan_ts 
from the storY: 
nje na wewe...' annza kununug'unik. 
get myself ready to go out with 
The identity of the 
to context. 
As a first-Person narrative, much of the exposaion I4 
in present tense, as if Harry was reporting story events as 
they are happening at the moment. In the affirmative, the 
-na- and -a- markers are used roughly interchangeably and 
Li 
equal ratio to each other. According to Bennett,'0 "There 
is one more prelent tense form which is growing rare these 
days. It 
seems to have started out as a habitual of sorts: 
it occurs mostly,  in a few fixed phrases and very nowadays 
frequently in newspaper headlines." Hinnebusch and Mirrst
0 
say "Most speakers of Swahili appear not to make any 
distinctions between the -na- and -A- tense/aspect markOPO. 
Some grammarians have stated that the -A- tense is used ts 
make statements of fact, and the -na- to make assertions 
about actions .... In this manual we consider -A- a 
variant. 
The reference to "some the -na-- tense/napect marker." 
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district is on the coast, outside the 
island of Mombasa, and if you want to 
get to that district you have to cross 
that bridge] (par. 61 "...kama 
nilivyokueLeza bas mtas huo sio 
nyingi...(as I explained to you, buses 
in that district aren't many) (col. 3, 
par. 16) 
The other occurence of direct address is seen when Harry 
quotes Walter's (the Posts and Telegraphs functionary) use 
of English language "miitary style - in naming hours; Harry 
translates these into everyday Swahili hours, and then adds, 
"...nakueleza wewe iN unielewe vyema." [I explain this to 
you so that you may understand me we)l.] (II, eol. 3, par. 
15). 	After his three cslls have been traced, he 
recapitulates for the r-ader: 	"Ira phi ni ya (Mina Hogan 
Kuti. Huyu kama wanielewa ndiye mtu ambaye Rasa ni 
maiti..." (The second is Mr. Hogan Kuti's. 	This person if 
you understand me is the very one who's now a corpse] (col. 
4, par. 2). 	Finally, after more information about Hogan is 
obtained from Walter, Harry shifts to first person plural in 
addressing the reader: "Sass twajua Hogan alipokea simu 
kutoka kwa Anson." (Now we know Hogan received a phone call 
from Anson] (par. 6) Similarly, when he is questioning 
Fatuma and learning about Ruth's past, the reader is brought 
duck out on them...] (III, col. 	par. 
4 and 5) 
Within the process of telling the story in first 
person, Harry a few times directly addresses the reader. 
This occurs first when he is recounting his personal 
history: 
...ninaweza kukqambia fulani na fulani 
akicheza...(I can tell you that, if 
so-and-so plays( (I, col. 1, par. 11 
Unikosapo kwangu, shamba huwezi kunikosa 
ufikspo kwangu afisini, utanikuta...(If 
you miss me at. my place on the farm, you 
can't if you arrive at my office, you'll 
find mel (par. 21 	Hivyo sins shaka 
umenielewa vyema mwenzarjr. . .1So I have 
no doubt you've understood me well my 
friend] (par. SI 	...na kama !:mpungufu 
wa jiografia hats hujui Nyali Estate iko 
wapi, naku.ambia Itawa mtaa huo uko pwani, 
nje ye kisiwa cha Mombasa, on y .kitaka 
kufi!ta mtaa huo sharti ulivuke ii le 
daraja... (and if you are one lacking in 
geography so you don't even know where 
Nyali Estate is, I tell you that that 
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into the action: "Natoa picha lie ya Ruth aliyo uchi as 
kidana ambaye hatumjui hadi sass ni nani..." [I take out the 
nude picture of Ruth with the young man whom we don't know 
up to now who he is] (III, co1.2, par. 26). The effect is 
to establish a sense of camaraderie with the reader, and 
also functions as a device to help the reader keep track of 
events from episode to episode. There is a definite 
attendant suggestion that the reader, like Harry, has 
deduced certain things prior to .their revelation or proof 
within the story, and it is more a matter now of 
ratiocinative success being confirmed rather than an actual 
revelation being made. 
Harry's narrative voice is very knowledgeable; even if 
he is not directly addressing the reader in second person ot 
first person plural, he is constantly explaining items in 
the narrative scene, recapitulating story events, and 
listing priorities for future action. Here he explains 
traffic lights, leading off with a comment about his city: 
Kisiwa hiki cha Mombasa usiku 
chapendezn sans. Mbele yangu tan za 
trafiki zinawaka. Teksi yangu iko laini 
ya kstikati. Tea inayoniongoza mimi 
inawaka kwa rangi nyekundu. 
Nnzishika breki. Muda mfupi baadaye 
tan hiyo inageuka manjano as kuwa rangi 
20Z 
ya kijani. Hays asiyejua kusoma anaijua 
kuwa rangi ya kijani ni rangi 
inayojulisha kuwa ni salama kabisa 
hakuna shake yo yote. [This island of 
Mombasa at night is very pleasant. In 
front of me traffic lights are on. My 
taxi is in the center lane. The light 
facing me is burning with a red light. 
T grab the brakes. A short time 
later that light changes to yellow and 
becomes green. So for anyone who 
doesn't know how to rend knows the color 
green is the color which makes known 
that it's absolutely safe there's no 
doubt at all.] (II, col. 2, par. 24 and 
25) 
The knowledge the narrative voice offers affects the reading 
to the extent that it can evoke in the reader a certain 
feeling that he is not technologically sophisticated, or 
anyway is not assumed by the narrator to be,so. Of course, 
Harry's explanation of what is in truth already familiar to 
the reader could equally well be taken as a subtle device to 
make the reader feel superior, more of a participant, in a 
manner similiar to the way the employment of direct address 
204 
seems to be motivated. This possiblity is illustrated in 
the passage quoted above, for Harry does not hesitate to 
explain the probably familiar traffic light color code, but 
then goes on to characterize it as to its semiotic value for 
illiterates, who by nature would be non-participants in his 
narration. 
However knowledgeable the narrator is in scenario 
matters once encountered, the illusion produced by the 
present tense reportage is that the case is unrolling as the 
reader reads, and so the voice never overtly alludes either 
to future events within, or to the conclusion of, thd story. 
Also, the narrator does not offer insights into other 
characters, but rather speculates, as the reader does, on 
the meanings of the traces of motivation and psychological 
state evident in those characters' actions: 
"Hivyo bibi aliye hospitali hiki 
ndicho chumba chake. Kwa nini afungue 
chumba chake na ufunguo? Ni yeye na 
bwana yaks' tu ndio wanaishi humu. 
Anamficha nini buena yake^ Nini 
anachoogopa ambacho hataki bwana yake 
akijue au kidudu mtu ye yote kama mimi?" 
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and her husband who live in here. What 
is she hiding from her husband? What is 
it that she fears that she doesn't want 
her husband to know, or any little bug 
man like me?) (III, col. 1, par. 10) 
At the level of the analysis of the single story, the fact 
that narration is in first person is certainly important, 
but not necessarily remarkable per se. It may or may not 
prove to be significant, on a genre-wide basis, once such an 
inventory is taken. Distinctive features of the narrator's 
voice, such as his expertise, are noteworthy in the way 
, that, say, Mwagojo's repeated use of tag phrases for 
character or movement is noteworthy, but the actual noting 
of some feature like expertise is less the product of 
accumulating an awareness of material via its repetition 
than it is process of a registering an impression of the 
knowledgeabilty and bellevabilty of the narrative voice 
through the repetition of the device of the narrative aside, 
the continuing explanation of or commentary on the scenery 
provided by the expert narrative voice. The content of the 
aside varies, the th-vice is constant. 
Because in "Mbio" the narrator of the story is the 
narrator in the story, the development of point of view in 
also a crucial aspect of another element of narrative, 
characterization. Since Mwagojo chose his detective hero to 
(So the lady who's in the hospital this 
is actually her room. Why should she 
lock her room with a key? It's just she 
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be the first-person narrator of the story, scene-setting and 
characterization are channeled through the narrative voice 
of Harry Kidozi. Almost all information comes directly from 
him, and the remainder is revealed by characters engaged in 
conversation with him and responding to his inquiries. 
Back in the discussion of narrative material extraneous 
to the story text, mention was made of the astrologer Yahya 
Hussein's column as an example of a type of ordering of 
experience, a means of interpreting the pattern of everyday 
life and projecting into the future concerning it. Since 
stories can also be seen as systems of ordering, this 
juxtaposition Was offered as something of interest in 
itself, but also a form of reinforcement of that general 
ordering process. At the thematic level of analysis of this 
AL 
particular story, one evident concern is this very concept 
of order: the story may be read as an exploration of the 
institutions of social order. 
This thematic concern is manifested both in the scene 
setting provided, almost entirely, by Harry's narration, and 
in the personality which he reveals, either in directly 
describing himself or in his actions and perceptions which 
are interpreted by the reader. But the primary concern in 
this section of the analytic account is to focus on 
characterization as the artistic development of the image of 
an individual story personality, rather than to concentrate 
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heavily on how characters functioh 'n the structure of the 
narrative. 
For instance, how Harry reveals informat on about 
himself, and indeed how he narrates in general, in n manner 
which could be characterized by such attributes as familiar, 
friendly, self-confident, self-aware, also is part of the 
make-up of his own narrative personality. This type of 
perception comes from attention to aspects of the text like 
point of view, where, for example, Harry's occasional direct 
or inclusive address to the reader can be seen in part as an 
example of the first two of those qualities. What can be 
discovered about Harry Kidozi as a character in paying 
attention to his narrating process are other aspects like 
his preoccupation with measurement. Instances are primarily 
temporal in nature, but also occasionally spatial. He is 
constantly checking his watch and noting the time; as was 
seen in the "repetitions section," he is very concerned to 
provide detailed descriptions of mechanical-type processes 
like telephoning or driving a car; and he often lists 
planned sequences of action or recapitulates past events by 
number. He is very observant and very methodical; these are 
ideal attributes of a detective, and, since he is the 
narrator, ideal for a detailed picture of both the narrative 
"mise-en-scene" and the sequence and logic of story events. 
Such aspects of character also reinforce the thematic 
concern with with processes of order. 
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In Harry's meticulous accounting for movement and 
description of location, real places in Mombasa and envinme. 
(e.g. Nyali Bridge; the route taken to the Posts and 4.1 
1 Telegraphs Office) are included along with fictional onisL 
(Maridadi (Well-Dressed] Hotel, Tamasha [Pageant/Show] With 
action, extra details which aren't essential to action, but •A4, 
which provide a more vivid picture of the action, are alsoi! 
included: 
...naipaki gari yangu hatua mia nne  
kutoka nyumbani kwa Anson. 
Mwendo uliobakia natembea kwa miguu. 
Naikaribia nyumba na yote ma giza. 
Hakuna taa, wala hakuna mbwa nazidi 
kujongelea hadi mlango mkubwa wa mbele 
kote ni kimya. 
Dirisha hub upande wa kushoto ma 
mlango huu mkubwa 11 wazi. Navua viatu 
na kuingia ndani sasa niko ukumbini giza 
limetanda kote humu. 
Dakika kumi zapita nimesimama 
wima...macho yangu yanaanza kukizoea 
kiza hiki kinene kilichoko hapa 
ukumbini. 
Mbele yangu kuna mlangi .(I park my 
car four hundred paces from Ans , .os 
house. The trip that remains I walk "ri 
foot. I draw near the house and all has 
darkness. There are no lights, and 
there are no dogs I go on approaching 
the house to the big front door 
everywhere it's quiet. The window which 
is to the left of this big door is open. 
I take off my shoes and go inside now 
I'm in the livingroom darkness covers 
everywhere in here. Ten minutes pass  
I'm standing up (not moving)...my eyes 
begin to become adjusted to this thick 
darkness that's in here in the 
livingroom. 	In front of me is a 
door...] (III, col. 3, par. 8-12). 
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Club), which adds realism. In depicting the scene of 
In this passage, Harry's tendency to measure exactly is 
illustrated, and also his care to establish the scene,and 
how to react to it correctly as a detective, even with 
non-essential details. Sometimes his narration in even 
somewhat "cinematic - , in that his account takes on the 
quality of set directions. The following passage is an 
illustration. 	Here, he is talking to Roy in their office. 
In the middle of the conversation: 
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...Nasimama no kuvuta hatua hndi 
mlangoni. Naufungua nusu .  ya kiwiliwili 
changu kiko nje na nusu ndani. 
Namuangalia Roy naye aiangatia. 
"Kaseti. hiyo ins ushshidi mwingi...." 
Nanyamaza kidogo...naangalia saa yangu 
ya mkono ni saa mbili usiku. 
"Nip' funguo za motakaa." 
Anirushia bunda la funguo nami 
nalidaka. 
"Sikiliza Roy. Somo la kwanza kabisa 
ukitaka kuwa kachero bora ni lazima ujue 
kuwa wenye hatia ni woga." Nnufunga 
mInngo kwa nguvu na kutoka nje. (I stand 
up and take steps to the door. I open 
it half my body is outside and half 
inside. I look at Roy and he looks at 
it. "That cassette has much 
evidence...." 	am silent for a little 
bit.. .1 look at my wristwatch it's 8:00 
p.m. "Give me the car key." He throws 
the bunch of keys 
"Listen Roy. The 
if you want to be 
to me and I catch it. 
absolute first lesson 
the best detective you 
must know that the guilty are cowards." 
I shut the door with force and go 
outside.] 	(II, col. 2, par. 18-22). 
A moving picture is created, something like a film sequence, 
in which this dialogue takes place. The effect created is 
that, while his words here are those of someone who is 
simultaneously both boss and a teacher, his image is casual. 
He speaks seemingly as an afterthought, offhandedly as he 
stands half in and half out of the doorway; he has his keys 
tossed to him there; but then, since he is now at the door, 
this allows him to slam it shut, as a way of punctuating his 
words of command and wisdom. 
In addition to aspects of character which the reader 
apprehends obliquely in listening to the detective's 
narrative voice, Harry undertakes as part of his task of 
story telling to provide some direct autobiographical and 
self-reflective information. This comes primarily at the 
beginning of the story, but also at the opening of part two, 
when he must account for events between the meeting with Roy 
on the way to the soccer match (end of part one) and the 
time he arrived at his office (where the action of part two 
actually commences). Ir the opening of the story, he tells 
of his current infatuation with soccer, of the fact that he 
is a successful farmer and raiser of animals, and then 
finally that he runs a detective agency. Harry begins the 
actual autobiographical account by mentioning his army days, 
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left "...kujiona kuwa siipendelei tena kazi hiyo." (I felt I which establishes the source of his initial training in 
criminology, or, at least, involvement in an organization of 	didn't like that work any more) (I, col. 1, par.3). 
training and discipline which maintains public order. 
Later, in a conversation with the police officer in charge 
of the murder case, Inspector Khamisi (his name is also 
sometimes spelled without a final 	it is suggested that 
they were once confederates, that he was either in the 
military police, or that maybe the word ieshi should be 
taken to mean the national police rather thanthe army: 
"Kazi ulioifanYa hadi sasa ni nzuri 
sans Harry, sijui kwa nini ulitoka 
jeshini." 
"Hata mimi mwenyewe sijui." 
9' 	"Kama hukutoka wakati huu ungekuwa 
kachero mkubwa" asema Inspekta Khamisi. 
("The work you did up to now is very 
good Harry, I don't know why you left 
the army." "Even I myself don't know." 
"If you didn't leave by this time you 
would be a chief inspector," says 
Inspector Khamisi.) (II, col. 4, par. 
12-14) 
And, as a matter of fact, hack in that autobiographical 
segment which opens the story, Harry had only said that he 
The army period is significant to him also as the 
source of money (wages? severance bonus?) which he used for 
bride price: 	"...pesa...niliziolea msichana ambaye hivi lea 
ndiye bibi yangu...anaitwa Marietta naye amenizalia watoto 
wawili wa (dune na wa tatu yuko njiani." (—money with 
which I married a girl who now is my lady.. .she's called 
Marietta and she has borne me two sons and a third is on the 
way) (par. 4). It is very important that in the story Harry 
Is seen from the outset, even before the reader knows he is 
a detective, to be a successful farmer, and a bit later that 
he has children; he is prosperous and independently wealthy 
in terms that appeal to the average local reader. 
The geographical scene is also meticulously detailed in 
the opening paragraphs of part one, and is further very 
skillfully developed in the process of dealing with a story 
event: the car is out of commission, and Harry and Marietta 
must take a bus. Describing who takes a bus in Harry's 
neighborhood of Nyali Estate (servants and tourist hotel 
workers), why buses are scarce there the residents are all 
rich and have cars), is a means of demonstrating his 
prosperity without being overtly pretentious about it. 
At the opening of part two, the soccer fan image is 
reinforced, and also it is revealed that he neither smokes 
nor drinks alcohol. The latter revelation is handled with 
kasoro dakika kumi usiku. Mimi 
natangatanga tu na njia. RDA yangu 
yuko pekee nyumbani. (I get in the car, 
start it, and head for the Tamasha Night 
Club. My wristwatch says 10:50 p.m. I 
just go along where the road takes me. 
My wife is home alone.) (III, col. 2, 
par. 8) 
He feels guilty about cheating on her, in the concluding 
paragraphs of the story: 
Fatuma aniongoza hadi kwake chumbani. 
Najitupa kitandani nay e aizima taa na 
kuja kitandani. Naanza kumkumbuka bibi 
yangu Marietta. 
Yeye yuko pekee baridi hii amejikunja 
kitandani. Mimi hapa nina Fatuma. 
Naanza kujiuliza kama nilimpenda 
nilipoapa mhele ye kasisi wakati wa ndoa 
yetu, au pendo langu kwake lilikuwa kama 
In Ruth kwa Hogan? (Fatuma leads me to 
her room. I throw myself on the bed, 
and she turns out the light and comes to 
bed. I start remembering my wife 
Marietta. There she is alone in the 
morning chill she has wrapped herself up 
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humor rather than didacticism; also interesting is the fact 
that it ka an element of peraonality, rather than a material 
possession, or the accomplishment of some noble deed, that 
Harry as narrator chooses to share with the reader: 
Sivuti sigara wale sinywi...sijui kwa 
nini sijaokoka! Nafikiri ni kwa sababu 
kunyvm nn kuvuts Fie 
dhembi pekee katika 
clunia hii en lniti ningrkuwa ndio dhambi 
pekee best nafikiri wakati huu ningekuwa 
na cheo cha juo katika dhehebu la dini. 
[I don't smoke and I don't drink.. .1 
don't know why I haven't been saved! I 
guess it's because smoking and drinking 
aren't the only sins in this world and 
if they were, I suppose I'd have a high 
rank in the church] (II, col. 1, par. 3) 
Another aspect of Harry's personality is revealed in 
the twinges of conscience he feels over his wife Marietta. 
On the way to track down clues at the nightclub in part 
three, seemingly unconnected to the narrative, he sudden 
thinks of her 
Naingia ndani ye gari na kuipiga mot') 
naeleka Tamasha Night Club. Saa yangu 
ye okono yaonyesha kuwa ni sea tano 
1, 
44, 
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"1" 	 (in the bedcovers) in bed. I here have 
Fatuma. I start asking myself if I 
loved her when I made my vows before the 
priest on our wedding day, or was my 
love for her like Ruth's was for Hogan?] 
(III, col. 5, par. 16 and 17). 
These guilt feelings may not seem like much, but they are a 
refreshing change from the typical uncaring macho hero of 
unsolicited reward. 
nightclub, but this is balanced by his five minutes' silehet 
IP 	when the barmaid Fatuma first sits down with him--it's hargi 
to tell whether this is studied insouciance or a hint of 
initial insecurity on Harry's part. He does well in his 
climactic battle with the murderer Anson, yet admits to 
being caught offguard and gets knocked out by Anson's 
partner Andrew. 
Based on examples like these, and my experience of 
reading other serial stories, my own feeling is that MwcP4 
of describing Harry Kidozi ill 
impression that the typical serial writer seems reluctant to 
allow even such small touches of vulnerability and humanity 
as are revealed in Harry Kidozi's character. Mwagojo thus 
tempers Harry's supreme efficiency, something demanded by 
the theme, an efficiency which takes on an almost 
mechanistic character, as seen, for example, in the 
detective's obsessive time-checks on his wristwatch. 
Diluting Harry's power isn't easy: he's 
afford to take time off for a soccer match 
a hot case; he plans to wrap the whole thing up in a little 
day, with time left over to receive his 
reward (an affair with Fatuma), make a court appearance, and 
still take a planned vacation on schedule. The criminals 
never had a chance, which is the ultimate thematic point, 
something overriding the call for credibility in character. 
In comparison to Harry, other characters are not very 
fully developed. This is partly a result of the 
first-person narration, also ot the apparent 
subservience of c
haracterization to theme mentioned earlier in connection 
Consider the narrative conflict in 
is not 
The 
promises the helpful clerk an outing at the cinema as 
HI handles himself pretty coolly in 04 
does a more interesting job 
character than the average serial writer does with his Of 
her hero. Part of this perception is based on the 
this type of fiction. 
Similar examples may be cited. Harry is all business 
at the telephone company office, but when he's done, h6 
hit 	more than half a 
SO good that he 
in the middle of 
can 
with Harry's character. 
relation to characterization: attention 
focused on the particular crimes (conflicts) in such a way 
as to develop feelings of sympathy for the victim or 
abhorrence for the particular crime as described. 
robberies, assaults, and murders depicted are not much more 
really 
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than symbols of crime in the abstract. It is hard for the 
average reader to feel sympathy for the millionaire who has 
been taken for a ride by Ruth, for Ruth herself, or for her 
accomplice Anson's other, unnamed victims. The criminals 
are seen to be like carnivorous animals, pursuing their prey 
and killing indiscriminately, sometimes even each other; no 
motivation, even a spurious one, is offered for the 
commission of the crimes. 
something that happens. Since it is 
not particularized by being tied to 
character in the narrative, it can function as a sythbol up** 
which each reader can hang his or her feelings about crime 
go beywA and criminals in general. This opens the theme to 
the events of the story, to become n statement that any slid 
every crime will be dealt with by the competent enforcers or 
the law. In modern Kenyan society, as in any industrialised 
this can only be an ideal. .814 or industrializing society, 
not simply propaganda for the police; it has the story is 
therapeutic, cathartic value. 	It can offer a vicarious 
sense of power over what in reality does not seem 
controllable. 
Harry Kidozi's cccupation itself is problematic. Theis 
may be private detectives in Kenya, perhaps attached 
to 
larger companies like security services, but none 
who hese 
their own firms like "A.K.I." A private detective 
would  
have have a hard time generating enough business; criminal 
matters are strictly the province of the Kenya police. 
Certainly no self-employed operative would be able to 
interact with the police apparatus in the way Harry does. 
The police are a national organization, paramilitary in 
nature (hence the connection with Harry's military 
background, developed in part one); they wouldn't tolerate a 
civilian interloper, especially one like Harry who is in the 
habit of issuing orders and withholding information and 
evidence. Nor could a civilian secure the cooperation of 
the Bureau of Posts and Telegraphs (the government 
department responsible for the telephone system), and the 
thought of anyone's getting assistance from a government 
bureau after 8:00 p.m., as Harry does, is pretty funny. On 
top of it all, Harry is working on this case without pay. 
His "client" Ruth is more or less just another suspect 
almost from the start of the investigation. It seems to be 
a matter of taking the case because it is a challenge from 
anonymous threatening callers and hit men. It's also an 
opportunity for competition with the police. 
These problems of plausibility and verisimilitude may 
arise in part from the difficulty of trying to transplant 
the Western subgenre of detective fiction and its 
conventions into alien surroundings. Mwagojo tries to 
indigenize the hero as much as he can, but it is difficult 
Crime is just an unexplained 
not emotionally loaded, 
a we ll-developed 
  
Ii 1 1 ill ii tr. 
— • -“ .+.4-.44:3112i3ZIECE:=T
arigaziatt: 	41mr 
220 
because the conditions that gave rise to detective fiction 
in the West don't necessarily obtain in his own social 
milieu. There isn't a local real-life model to follow, and 
so the author must find his own way, borrow what he can from 
the West. Mwagojo picks up on certain aspects of the 
formula, but not all. 
In Western fiction, for instance, the private detective 
is often a competitor with, if not an antagonist of, the 
established law enforcement system; Mwagojo has certainly 
adopted this convention. The competition helps provide 
narrative tension; the private operative's presence in 'the 
story has to be justified, though. Motivation can be 
accomplished by providing the private eye with a client to 
champion, someone who can't employ the regular authorities. 
11; 	But in this story, Harry doesn't really have a client, and 
in effect is just another member of the police force. To 
provide the justification for his presence. Mwagojo has us 
see Harry as having a drive to fight crime similar to that 
of the regular law enforcers; as having been provoked intOi 
personal vendetta by the threatening phone call, the 
flattened tires of his automobile, and the shooting of ft 
prospective client in his own office; maybe also having I*. 
altruism to fight for the underdog. The police must 
tolerate and cooperate with him, and for him to be the 
he must be superior. The police end up less competent Ui 
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not incompetent; they have the necessary technology 
important for the elaboration of the theme of the 
omnipotence of the forces of law and order, but they lack 
the investigative and deductive skills Harry demonstrates. 
It is true that Harry gets the first break in the case 
entirely on his own (phone calls and Posts and Telegraphs 
records, even though the latter would only be accessible to 
the authorities in real life). But after that, the police 
themselves miss important clues (fingerprints at the murder 
scene; the incriminating letter and photograph in Hogan's 
bedroom) and, incredibly, they not only take orders from 
Harry, but also allow him to be the point man at the 
storming of Anson' s house. 
To build Harry up, the police get torn down; this is 
slightly damaging to the theme. 	It is a result of having 
Harry act as a supercop, rather than as a conventional 
Western-style detective who performs actions and renders 
services which regular police can't or won't do. Still, 
there must be some reason why. Harry is a private detective. 
The solution is to allow Mwagojo to have it both ways: 	let 
Harry be the best cop around, show him doing things only a 
police detective could do or would be allowed to do, but 
make him a civilian the reader can more easily identify 
with. He can still compete with the police within the very 
COZY relationship he has with them, and beat them in a 
. 	. ;1 	; ; 	'1 
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..."Uhalifu haulipi cho chote 
tunaonyesha kwa vitendo." [After a brief 
silence, a voice roars: 	"Corporal 
Karisa!" "Who is it my friend?" "We 
don't know why she's been shot or why 
she came to hire you. So we've taken 
very strong steps!" "...anyone can 
enter going along with the rules here at 
the hospital without difficulty.. .but' 
inside it's very hot!" "Cool off uncle  
after a short time we'll get a break in 
this case," finishes Karisa. 	"Crime 
doesn't pay anything we demonstrate 
(this) with actions."] (II, col. 1, par. 
8-14 and 2, par. 1-6) 
about cheating on her • The action of the story actually 
begins when Marietta enters the livingroom, where Harry has 
been sitting waiting for her to finish getting ready for 
their soccer outing. The phone rings as she comes in, and 
there is this exchange between them: 
friendly game. He can function as a cop, but the reader 
gets to see him as a private citizen who has mastered the 
trade and acts altruisti ,:allY from outside the established 
structure. All the other characters serve to enhance the 
development of Harry's. 
Still, there are some other aspects of distinctive 
4 characterization evident in the story. Mwagojo's depiction 
of the phone report by the minor character Corporal Karla' 
primarily details the hospital scene, and this is the main 
function of this passage in the narrative; but it also 
manages to suggest Karisa's personality, for instance, his 
ebullience, combined with a certain almost naive 
earnestness: 
Baada ya kimya kidogo sauti yanguruma: 
"Koplo Karisa' Ni nani mwenzangml" 
..."Hatujui kwa nini amepigwa risasi na 
kwa nini alikuja kuwaajiri. Hivyo 
tumechukua hatua kali sena!" 
"...ye yote anaweza kuingia kufnatana 
na sheria za hapa hospitali bile 
taabu...Iskini! ndani moto Rana!" 
'Poa j baada ya mode mfupi 
tutapata mwanya wa kesi hii," amaliza 
Karisa. 
The character of Harry's wife Marietta gets some development 
as well. Her symbolic importance to Harry's status has been 
mentioned, and from previous quotes it was evident that 
Harry is attached to her, thinks about her, feels guilt 
111111•11111MB 	WEIR 	 VA 
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"Kila mara ninapojitayarisha kwenda nje 
na wewe..." aanza kunung'unika 
M-arietta...."Subiri mpenzi, kila simu 
ninayoipokea unarikiri kuwa ninaajiriwa 
katika keel mpya? ("Every time when I'm 
getting myself ready to go out with 
you..." begins to grumble Marietta.... 
"Wait, dear, every call I get do You 
think that I'm being hired on a new 
case?"] (I, col. 2, par. 2 and 3) 
Even this brief introductory look at Marietta leads the 
reader into conjecture about her personality, and about her 
and Harry's relationship together as individuals: she does 
10. not hesitate to speak her mind to him; there seems to be 
affectionate give-and-take between them; there's the 
suggestion that the demands of Harry's profession have 
already affected their personal, family lives together in 
the past. After Harry finishes his conversation with the 
person who is warning him off the case, Marietta asks him 
what is going on. He gives an uninformative answer: is it 
because he does not want to worry her? Or because he does 
not want to admit that she was right, that once again a case 
is going to interfere with their lives together? 
'speculating on these questions is a way into both their 
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characters, and the relationship between them. Harry then 
suggests they leave: 
"Twende zetu," namwambia, nakuanza 
kuelekea mlango naye ananifuata kwa 
nyumba (sic). Hii ni tabia ya wanawake 
wote. 
Hakuna mwanamke anayekubali kutembea 
mbele ya mwanamume. Sijui ni kwa nini. 
Sina raha hata kidogo na bibi yangu 
amegundua kuwa simu lie imegeuza 
mafikira yangu. ("Let's go," I tell her, 
and I begin to head to the door and she 
follows me from the house. This is the 
characteristic behavior of all women. 
No woman consents to walk in front of a 
man. 	I don't know why. 	I'm not at all 
happy and my wife has discovered that 
that phone call has changed my mood). 
(I, col. 2, par. 12, and col. 3, par. 1 
and 2). 
In this passage, Harry jumps from the business at hand to a 
brief view of Marietta not as a particular person, his wife, 
but as a "typical" woman. This short philosophical aside 
allows Harry to offer himself as an expert on women's 
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!I/P- behavior, a type of expertise valuable to, maybe even 
necessary for, both the urbane, sophisticated hero in 
general, and the hard-boiled detective in particular. But 
coming out of one Marietta's actions, it also serves as a 
kind of overt signal to the reader to perceive her as a type 
and not just as an individual. In the very next paragraph, 
Harry is back to presenting her as his wife again. He showg 
that even when he doesn't communicate with her, Marietta 
knows him well enough to figure out that something is going ■ 
on. A little later, when he finally does tell her about ths' 
call, she says she agrees with the person who told him not' 
to take the case; also that she has taken a long time to get , 
ready to go out, that they haven't gone out together since) 
their marriage, and that they should even take the bus 
they have to. His answer: "Nakubaliana ma wewe, lakini 
usinilaumu!" (I agree with you, but don't scold me l II, et.!.1 
3, par. 15). She calls him 	for short; he addresses Is? I 	' 
In sum, Marietta is someone he [dear I. twice as "mpenzi" 
feels affection for, but there is a hint that she is 
troubled by the demands his profession makes on their 
personal lives, and she lets him know about it. 
The picture of Marietta, then, is a mixture of the 
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a symbol of the pre-conflict happy home situation. So, for 
example, Marietta, as a typical hero's wife, must tell Harry 
not to take the case. On the other hand, she is something 
of an individual: there is at least a glimmer of a distinct 
personality evident here an well, someone who knows Harry's 
mind, someone who challenges him. 
The two other important female characters are Ruth and 
Fatuma, neither developed much in narrative imaging, as this 
is not essential. As Marietta had symbolic value as the 
wife and childbearer, and as the stable happiness of the 
home, Fatuma is also more important as a symbol than as a 
personality. Her function seems to be that of helper and 
reward, and her individuality is not essential in fulfilling 
either of those roles. She is not described physically. 
Looking at her conversation, she seems to be a person who is 
friendly and familiar, something to be expected of 
a 
barmaid; she addresses Harry as "mwenzangu" (my friend] as 
she sits down to have the drink he has bought her and to 
answer his questions. She freely provides all the 
information he needs; she also gives him the key to her room 
and invites him to visit her there after she gets off work 
at 4:00 a.m., or even to use the room then if he wants, 
after he gives her forty shillings, no strings attached, 
just an unpromised reward for all the information she has 
provided. He slips out on her to go to Anson's house, but 
.tr 
conventional and the individual. On one hand, she is tiv0 
hero's woman, a character who has a narrative function ,Oc ■ 
fortifying the image of the hero himself, and of standis 
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has her placed under police protection, and brought to 
Anson's for his concluding summation. Then she is a 
participant in one of the "repeated action tags" cited 
earlier in the "linguistic elements" section of this 
analysis: meeting face to face, exchanging meaningful 
, glances, a number of examples of which were listed, this:ocr 
between Harry and Fatuma being the last. They look at etc' 
other, smile, Harry reminds her he still has her keys and 
that her work shift is over, then just says "let's go." 
They drive back to the Tamasha (kwa kasi (at high speed], 
another action tag cited earlier), and go straight to bed.! 
Ruth as a character depends mostly on the descriptiaNO 
of her by Roy and Fatuma, as relayed narratively by Harr1.1 
Her narrative function is to be the source of conflict, 04 
both a challenge (something forbidden to Harry and Roy by 
the unknown threatening callers/tire deflators/attemptitd 
assassins), as a client/victim (the fact that she's shot 44 
Harry's turf, and that she has provided him with infra*1 OP 
the police don't have, make her his personal concern), 
as an intrinsically interesting mystery (her identity' 
initially unknown, as is her true role in the basic swirl 
of Hogan's murder, until the final confirmation scenal. 4 
These narrative functions are important, AS were Fetu4401 1, 
and as with Fatuma, she doesn't require an accompanliag 
artistic development as a vivid individual charactet,  
her nature and motivations. 
during Harry's summation. It is left to the reader to infer 
to maintain the fiction of a sibling relationship to Anson, 
murder and its aftermath, and also her last, futile attempt 
which consist of the taped account she gives to Roy of the 
summation scene. This record is juxtaposed with her words, 
methods and the confirmation of that information in Harry's 
room, as well as Fatuma's account of the Anson gang's 
the nude photograph with Anson which Harry finds in her 
distinctive personality. The picture of her depends on 
record of her deeds, consisting of the letter to Hogan, and 
the 
Apart from the image of Harry Kidozi, Mwagojo's 
portrayal of characters, in the sense of composing vivid 
word-portraits of individual personalities, is minimal. 
However, as was evident in the foregoing attempt to discuss 
them as characters, or rather images of individuals, their 
narrative function is both evident and crucial. As types, 
rather than as individuals, they do serve as nexuses of 
personal relationships in the abstract. If the story can be 
read as having a narrative focus on social order, then 
social relationships, as portrayed and perceived in these 
character-types interacting with each other, can be 
of the artistic comment the author wishes to make. 
This interaction takes place within the story in the 
arrangement of narrative events; characters are brought into 
source 
- 
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interaction with each other, into relationships of, for 
example, prohibition (in the opening, both an unknown phone 
caller and Marietta do not want Harry to take the case), or 
of cooperation (Harry and Roy, Harry and the law enforcement 
establishment), or conflict (the tire deflator vs. Harry, 
In plot analysis, attention is paid to the diachronic, 
progression of story events; the authorial order of events 
.portrayed is examined against a strictly chronological 
ordering, which the reader is assumed to be attempting to 
construct during the reading process. The contrast is ! 
naturally expected to result in perceptions (in this stort 
of personal-social relationships) different from those' 
evoked in a straight chronology. On a first reeding, 
analogous with the action of the story—specificall), th4. 
experience of the detective hero--the reader has in the 
of his mind a causal time line by which events can be 1 
interpreted, or at least speculations about them con atd 
111. will be made. An the reports of past events come iii I. 
are incorporated into the causal line, previous action, 
only in 
the comparison of the narrative line with the causal line 
the reader has been creating. This in the business of a 
plot analysis, to focus on the aesthetic and thematic 
(pleasure and learning) effects of the "rearranged" 
chronology to be found in artistic narration. In any case, 
both lines are fictional systems of ordering; the causal 
line is no more real than the narrative. It just seems so, 
since it is analogous to the process of imposing narrativ
e  
order on historical/true/real events. 
In "Mbio za Wahalifu", then, it is possible to break 
the story up into narrative events, defined here as actions 
which occur in a certain place. When there is a movement 
place to another, a boundary between 
causality, therefore, 3 
a 
from one 
That information can be discover e d 
events is 
23! 
the plot line, event as revealed by the author) is 
reinterpreted accordingly, and simultaneously, expectations 
of further developments are also altered. A need to see 
the motivation for developing 
chronological event-orderi ng  which is parallel to the actual , 
narrative ordering. 
4 ; the unknown assassin vs. the mysterious client, etc.). As i 
A second interpretive process occurs when the narrative the events unfold, as the interactions multiply, awarenesa i 
line is again focused upon. Curiosity about causality has of an underlying structure is inevitably being developed, 
cl 	been satisfied, but now interest shifts to the information and through this process the thematic information is 
to be gotten from an examination of the efferts of the perceived. This is the contrast of diachrony and synchronj 	
• 	 Original concealment or unavailabilit y of causal discussed in the previous chapter. 
relationship s . 
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recognizable, and these individual events 
as to time. The perception of marked boundaries is 
as the hero-narrator is 
constantly explicitly noting time. 
assumed to be a natural but -semi-conscious/automatic" ptrt 
of every reading in this story is an overt feature of the 
narrative surface. These explicit time notations usually • 	,e, 
highlight narrative movements, but sometimes duration withii ! , : !4 
an event is also presented. 
As first-person, present-tense narration, there is Mai* 
story line which occurs on a straight cause-and-effect 
chronological event stream. However, a number of story 
clues in 
nude picture of her with Anson. Both clues are records of 
events, which call upon Harry and the 
restructure story events chronologically. 
are read about, they are being interpreted 
all other recorded and/or 
Ruth, Hogan, and Anson which have been revealed so far in 
In the letter to Hogan, Ruth says she will give 
for marriage to him, 
and brother, Anson, will continue his dancing career and 
gives his blessing to the arrangement. 
the letter amongst the effects in Hogan's bedroom. Now, 
having moved on to Ruth's separate, locked bedroom, he finds 
the nude photo in the door of a cabinet. Chronologically, 
the detective and the reader set the event of the nude photo 
session as having happened even earlier than that of the 
marriage planning and the arrangements for the dissolution 
of a (supposed) brother and sister dance team. Narratively 
the discovery of these two events is in reverse of this 
can then be marked 
especially important in this story, 
Something which is 
iit 
events occur prior to Harry the narrator's line of movamomt 
through space and time, and these are relayed through 
"historical-biographical" reports made by various 
characters; also, they are discovered through the records' 
behind, later to be found and interprotr k traces they leave 
by the detective. These constitute the breaks with 
chronology, hence the plot; they are sources of mysterY,01114 
narrative suspense. Not only would the character 
interactions not be as particuLar or at interesting
, 
very pleasure in the learning of the story, and the 
motivation to continue reading it, would be damaged ir, v. 
events were presented strictly chronologically to the 
Plotting produces mystery and swipe* , 	• detective/reader. 
rapid succession: 
past 
reader to 
As these events 
in relation to 
reported events in the lives of 
the story. 
up show business 
and that her partner 
Harry had just found 
as mysterious items are resolved, unknown events revealed, 
they are finally perceived in strict chronology, so it is 
this very process of adjusting chronology which is essential 
to the aesthetic experience. 
Plotting effects are best seen in an example. Probably 
the most striking one would be Harry's discovery of two 
Ruth's letter to Hogan, and the 
234 , 
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inferred chronology, in addition to the fact that they are 
events which are prior to the narrator's line of action. 
With the letter, the reader and detective have 
discovered a connection between Ruth and Anson for the first 
time, through an inference that the Anson discussed by 
the telephone bureaucrat, and by Khamisi, the head 
Anson now forces a complete reassessment of her tape-
recorded account of the murder. 
Harry had revealed his own suspicions of her early in 
part two: 
"...hatujui bibi huyo aliyosema ni kweli 
of the police investigation, 
in the letter, an inference 
In those discussions, Anson 
someone in Nairobi, and all 
is the same Anson now mentioned 
later to be confirmed by Fatuma 
is known to be the murderer of 
but confirmed as the killer of  
au ni yeye aliyemuua bwana yake..." (we 
don't know what that lady said (whether) 
it is true or it's she who killed her 
husband]; II, col. 2, par.15), 
Hogan, the act which constitutes a major narrative conflict 
Part of the central mystery of the story, then, 
has already been figured out prior to the discovery of the 
leiter and the photo: the identity of the killer. 
Presumably, only aspects of resolution remain: discovering 
the motive of the murder ; and the physical capture and 
punishment of the killer. The corollary is that the mystery' 
of Ruth's shooting had also been resol%ed as soon as Anson's 
identity and culpability had been learned; going along with 
her story to Roy, she was just an innocent bystander. But 
now the revelation of concealed history contained in the 
letter has created a new mystery, i.e., why she was shot by 
someone she knew: her own brother. The innocent bystander 
story has been exploded, The relationship between Ruth and 
11F3r7MIIILIWrifih t: . PrifFIFTIFP a: 2 	;•• 	• • 7.9111"7. 
but it seemed to be only an intution, as he did not mention 
any particular clues which excited his suspicions. He says 
he expects to learn much from a face to face meeting 
(another repeated, fixed phrase or "tagged 	" 	with 
Ruth, and it is also in the context of discussing these 
misgivings about her with Roy that he offers the aphorism 
"the guilty are always cowards/fearful." Later, his 
specific speculation that she might be the murderer is 
disproved when, by the end of this chapter, as a result of 
the discussions with Walter and Khamisi ; suspicion had been 
transferred to Anson. However, Harry and the reader do now 
have reason to doubt Ruth's tale. There is still, however, 
no alternative account. 
Mystery is piled upon mystery when the photo is 
introduced. This item forces a reassessment of the 
mumplitIrrrinerti . OP 
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previously concealed, now juat-revealed, relationship 
	
Ruth's taped account of the murder, within Roy's report, are 
between Ruth and Anson. Not only is the fact that there was 
	
"chronologically adjusted" to the narrator's line of events, 
any kind of relationship disruptive enough; the exact nature for this is not actually her first appearance in the story. 
of the relationship is now also in question. It may still 	 The threating phone call Harry gets which mentions her 
be a sibling relationship as originally discovered, but if 
so, there is a definite inference of incest. This can be 
seen from the way Harry confronts Ruth with the photo in his 
summation P.cene: 
"Mtu na kaka yake! Haswa wakiwa na umri 
kama wenu, wakipiga picha uchi pamoja ni 
ajabu sane. Hivyo Anson si kaka bali ni 
rafiki yak." LA person and her brother! 
Especially if they are of an age like 
yours, taking a picture naked together 
is very weird. Therefore nson is not 
an elder brother, but rather he is your 
friend.) (Ill, col. 4, par.15) 
already constitutes her as a character; the deflation of his 
tires, which is a sort of fulfillment of the threat, is 
another narrative-line event which has a causal link with 
Ruth, and so also is part of her history as a character. 
The plotting strategy Mwagojo employs fits perfectly 
with the type of story he is writing, detective fiction, 
particularly since this is a first-person, present-tense 
narration, where the possibility of deliberate concealment 
of information from the reader is conventionally 
unacceptable. The narrating detective is expected to share 
with the reader perceptions and, to some extent, even his 
reactions to and intuitions about those perceptions, as the 
story unfolds. Concealment, which is necessary to maintain 
mystery and narrative suspense, faces the narrating 
character just as it does the reader. This narrator has Alternatively, the information in the letter is false, and 
The point is that confront, 
these different possibilities is the result of the artist
disruption of event chronology. 
In "Mbio", every past-tense narration, and every elu4 
which records the past, could serve as a similar example., 
For instance, Roy's story of the mysterious client, and  
already been seen to be concerned, through occasional direct 
address in narrating, to bring the reader into the action of 
the story. As a character, he apprehends the events of the 
case he is working on as a plot, rather than as a history. 
He is a sort of reader within the narrative, and so he is 
even seen at one point (previously quoted) speculating about 
the dancers are not siblings. 
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the ramifications of the history he knows, even as it is 
incomplete, just as the reader finds herself speculating in 
the course of the reading process. 
Plot is for suspense, especially in this story; plot 
can also be for interesting montage effects. This does not 
seem to be a particular artistic concern or often-repeated 
feature of Mwagojo's writing in this story, however. The 
closest thing to this type of effect again is found in the 
example chosen as the subject of close,examination of 
4 
plotting, the discovery of the letter and then the nude 
photo. There is an interesting symmetry of the discovery or 
the letter first in Hogan's unlocked room, then the photo ln 
Ruth's locked one. The letter is evidence of socially 
acceptable relationships (husband and wife, brother and 
sister), while the photo is of a taboo one (hrother-sister 
incest). On the narrntive time line, Harry must physically 
move between spaces, yielding a time and space boundary 
between events, to discover these clues sequentially.. Oft • 
the chronological line, the two events are reconstructed as 
having taken place in reverse order of their discovery 
narratively: Ruth and Anson had some kind of illicit 
relationship prior to her relationship with Hogan. The 
structuring, the placing of these events in a certain 
sequence, the double jump from narrated present to recorded. 
past, the reverse reconstruction of chronology made after 
the past has been revealed, are experienced as pleasing form 
during the process of absorbing historical information. The 
structure, the organization of the information, has a 
definite effect on the absorption process; for example, it 
is evident that the narrative line almost rhythmically 
reinforces the chronological. Though it does have this 
definite perceptual effect as employed, none of this is 
"necessary" from a purely informational point of view. 
At every analytical level or point of analytic focus in 
this close reading of Mwagojo's story, a preoccupation with 
structure, evident once again in the immediately preceding 
passage, has probably been apparent. Language, the raw 
material of the composition, is inherently structural. 
Making an artistic creation out of language yields another 
level of structuring. This structure can be further 
subdivided and subcategorized as the process of appreciating 
the created form is analyzed. The appreciator (reader) 
notices, or anyway has perceptions manipulated by, 
repetitions of various types. There ar ,- actual linguistic 
repetitions; but beyond those, in another sense, all 
linkages made between isolatable elements within the story 
are forms of repetition as well. Repetitions yield a 
rhythmic structure, a formal entity which is pleasing in 
Itself, and which also functions to convey meaning through 
organization. 
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Even in the "linguistic" analysis of the story, the 
process of discovering repetitions and establishing linkages 
was a concern, The search for the characteristics of 
Mwagojo's style was a search for patterns in his use of 
language at the "isolated" word and sentence level, as well 
as in his imaging through narrative diacourse. Examining 
his handling of characterization and setting, point of view, 
and plotting also inevitably yielded more patternings. 
Plotting itself is entirely a matter of structuring. All of 
these patternings have been seen to have added to the formal 
beauty of the story, and to have enhanced and manipulated 
the apprehension of narrative information from it. 
If this latter "narrative information" can be said to 
be the story, still, part of that story, inseparable from 
4 	it, is the beauty of its patterning. Part of the story is 
also its intelligibility as a narrative, as an account of a 
little world or kind of parallel universe wherein events 
take place much like they do in the real world. In this 
particular story, realism, verisimilitude of story events in 
comparison with the real world of the reader, is a definite 
characteristic. 	In the preceding analysis, strategies of 
language use, of character and scene portrayal, of plotting, 
all seemed to be subordinated to the elaboration of the 
story as a factual account of events which took place in a 
realistic world. There were no very obvious attempts, for 
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example, at formal, discourse-level differentiation from 
non-fictional narration, nor were characters or scenes 
deliberately presented as otherworldly in some way so as to 
signal allegory. The story, then, had meaning as a sort of 
history of a make-believe world which is much like the real 
world of the reader. That meaning is subject to 
interpretation. 
One means of interpretation is to return to the 
narrative structures, the linkages established between 
images, and attempt to tie them ultimately to real-world 
structures. Already in thin analysis, as particular 
artistic structures were examined, real-world linkages were 
made: the statement that the story is a "meditation on 
social order" is an example, "social order" meaning 
structures of organization apparent to the reader in 
everyday life, such as familial and economic relatinnships. 
The meaning of thP story as story depends on the reader's 
having a real-life correlate for the relationships depicted 
in the narrative, so naturally the fictional can equally be 
viewed as some type of artistic correlative of the real. 
• Another interpretive strategy available for this 
particular story is to link the use of proverbs to the 
understanding of the history presented. Proverbs may be 
seen as a type of literary discourse, part of the oral as 
well as written literary tradition of the audience. They 
they can 
this story just by reading the title. The message that 
main theme of 
"murder will out" is further developed in the narrative from 
two points of view on inexorable fate: the gangster is 
innate weakness or 
carelessness, and because of the superior power of the 
protectors of the society which is threatened by crime, 
story's development is centered mainly around the 
elaboration of the second aspect of criminal doom, in that 
the bulk of the narrative is devoted to the hero's wonderful 
display of police science and methodology as he proceeds 
inexorably to the 
that the criminal 
developed as well. 
criminals are "woga" [cowards, 
be counted 
of their anxiety. 
the hoe tills, the basket fills", quoted by the head of 
fingerprint squad (and immediately recast by Harry into 
"where the criminal goes, there is no lack of evidence") 
makes a similar 
power the 
word "wahalifu" is a way of tying the events 
into the proverbial message, and vice versa, an opportunity 
to flesh it out with a thrilling story set in modern times. 
The reader, then, can get an idea Of the 
of the story 
doomed, both because of his or her own 
The 
arrest. Rut the other aspect of fate, 
is his or her own worst enemy, is overtly 
Harry tells his partner Roy that 
fearful people]; presumably, 
upon to give themselves away as a result 
Another proverb uaed in the story, "where 
the 
both aspects of 
criminal doom are intertwined, for the devestnting 
comment. In the end, 
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can be figuratively described ns a type or 
storage deyice whose formal beauty is part of the storage 
mechanism, an aspect of its power to preserve. Proverbs 
are 
typically metaphors or similes. As short, vivid images 
which make artistically striking links between ordinary 
4 	
items of everyday life, they thereby illuminate it; the 
striking juxtapositions are mnemonic as well as beautiful. , 
When proverbial discourse occurs within fictional narrative 
discourse, RS 
it does in this particular'story, it can be 
The inclusion of 6 
information 
analyzed as to its structural function. 
proverb within the story will evoke in the reader all the 
information "stored" within: the personally-experienced 
denotations, connotations, and asanciations which have 
4 
clustered around this saying in its many past repetitions 
if 
all varieties of discourse. As the proverb has "organized" 
this cluster of associations in the past, so also now it 
is 
able to serve in the same structuring capacity regarding the 
events of this particular narrative. 
The title of the story, "Mbio za Wahalifu" (literally 
runnings of the criminals], itself is evocative to the 
Swahili speaker. The first two words are from a familiar 
which, as has been mentioned, is eventually quoted 
in its entirety in the story: "Mbio za sakafuni huishia 
always ends at the edgelf" 
proverb 
ukingoni" [Running 
i.e. risky or foolish action is doomed. Substituting the 
on the roof 
• 	 I 	 " 	Igirr 14: , . ' 
- 
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authorities show in solving the crime and catching the 
perpetrators depends on the criminals' always leaving behind 
enough clues. 
The use of the proverb in the title and its eventual 
full quotation in the story, and its reinforcement with 
another similar proverb later i- the narrative, is then seen 
to be a means of manipulating the apprehension af story 
events synchronically, organizing several narrative stranis 
into one thread of meaning. This ia all occuring at the 
same time as they are being taken in diachronically, as 
events in a fictional history. 
Another type of synchronic alignment can he percei\ed 
in the juxtaposition of images as a result of plotting. A 
brief example has already been elaborated: the details of 
Mwagojo's artistic portrayal of Harry's discovery of the 
letter and photo clues. At a slightly more removed level, 
it is a matter or distinguishing a subplot, here viewed in 
its entirety, as a separate story within the main story, 
in contrast to it. 
At the outset of the story, the render learns that 
way to a match. 
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car is knocked out of commission and his partner informs him 
of the new case they've become involved in, he still intends 
to go to the game, and closes the first installment by 
asking Roy to take him and Marietta to the stadium. At the 
opening of part two, before the action of the case is picked 
up, Harry gives an account of the game he's seen. In 
previous quotations we have seen that the favored local 
champions are defeated by the also locally-popular outsiders 
from Nairobi; Harry sees this as the result of "ujuzi mwingi 
wa kulisakata boll" (much knowledge/skill of hitting the 
ball]. The next thing he says is that if he ever wins the 
national lottery he'll buy his own team. 
Parallels between this subplot and the main narrative 
are pretty obvious. 	In his own life, Harry already has his 
own team: his agency. The particular case which he is 
narrating also is like playing a soccer match. A game 
requires that the protagonists play by the same set of 
rules, so it is the police who must be Harry's opponents in 
the detection game, rather than the criminals. The criminal 
doesn't appear as an antagonist in this equation, but rather 
as the excuse to play the game, or maybe as the hall which 
is to be put into the goal/gaol. The police, then, can't be 
faulted too much as the losers, because the (subplot) story 
calls for a different type of hero to get the job done this 
time: a popular outsider. This fact mediates the thematic 
Harry is a soccer fan, 
The game is not only a part of character development and a , 
bit of local color in s(!ene-setting, it's also a sort of 
Harry'l sub-narrative running parallel to the main one. 
go to the match opens the story, and after kill intention to 
and that he is on his 
—1111.1rileMPOMPE FIRMInirrlrirWrirlygp.... 
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problem of having the establishment forees of order appear 
inferior to the detective hero, and thia subplot's 
game-result is revealed in the story before the main 
narrative action even begins, so the reader is, in a way, 
forewarned, or eased into what may be seen as a thematically 
disturbing turn. 
So it is possible to abstract these meanings (ties to 
the non-fictionnl world), but in the end, it's just another 
isolation process, the examination of one facet in the 
complete gem of the story. Somehow, this analytic focus-
point seems to have the trappings of priority, it seems to 
be a goal to which all other analytical work is directed. 
It seems important to be able to say, after an exhaustive 
close reading, that Mwagojo examines the theme of law and 
order, and the theme of familial and social relationships. 
There seems to be some ultimate satisfaction available in 
being able to argue that the meaning of his story is that 
criminals will be defeated by both the superior power of Om, 
law enforcers and by their own innate inferiority; or that 
looking at disjunctions in personal relationships like 
marriage or siblinghood is a way of understanding violatimM 
of public order, disruptions of the larger communal or 
national family's well-being. This illusion of priority of 
importance is a consequence of the nature of the art fors 
question: narrative's material is that of ordinary  
discourse, which itself is constantly monitored by the 
hearer or reader for both relevance (theme) and import 
(meaning). The most eloquent of messages still is, at some 
level, always asked "why should I care?" and "what exactly 
is this about?" 
If the theme and the meaning of "Mbio" have been 
apprehended through a structural analysis of the text, this 
should be seen not aa the ultimate goal, but rather as 
another of many results (understandings and enjoyments) 
which can be produced by reading with a sensitivity to the 
artifactual nature of the text. In a sense, this 
sensitivity to structure will, simultaneously, on the one 
hand stimulate perception of a non-fictional, real-world 
correlate to the narrative or narrative segment, and on the 
other, inhibit the reader from being completely seduced by 
this mimesis. The meaning or meanings to be derived from 
the author's exploration of a theme can still be subjected 
to non-literary analysis, it is just that the interpretation 
of the story is not constituted by this alone. "Mbio" 
could, for instance, probably be very profitably subjected 
to a. Marxist analysis in the process of performing a 
detailed tahakiki  (critical study or review] in the manner 
of recent indigenous scholarship. But the critics usually 
do not entirely ignore the other, non-mimetic artistic 
features of narratives under examination either. The true 
rr717, 77.796, 	177711, 	IrT777711:VS174, 
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4 
interpretation of this text, then, is the sum of the 
reader's experiences of appreciation of the story's 
organizational structures and of the pleasure and 
information they produce, not just their synchrony with 
the 
real. 
enhances the appreciation of it as an individual work of 
narrative fiction. This is partly a matter of methodology, 
wherein a fuller perception of the work is only available 
through this type of careful search for repetition, analog:a, 
and metaphor. It is partly also a matter of systematiial 4 
accounting for perceptions that are assumed to be 
accassibt( 
to any reader, but which are likewise assumed to be 
apprehended unsystematically in an ordinary reading 
experience. The former can be very satisfying from 
scholarly point of view, but it is the latter which in 
actually the primary concern of the present thesis. 
"Mbio za Wahalifu." Harry's fictional personality 
ean be+ 
exhaustively detailed, and the underlying structure 
of tgeW 
various carefully discovered aspects of individuality el 
thereby more easily be revealed. Part of the procelit elf 4, 
apprehending this structure will be the result of tht . • , 
reader 
place these individual characteristics. 	
is is soale1106. 
A close structuralist reading of Mwagojo's story 
For example, in the analysis of characterization wi1110 
's having A sort of conceptual matrix on 
whirl' 
Th 
	
* 	
• ,  
Gestalt game, for the process is simultaneous. 
themselves. Actually, it seems again to he a kind of 
tradition even as they are comprehended at the moment for 
individual stories can be incorporated into a literary 
text constitutes the rudiments :of pattern by which 
experience and expectation which the reader brings 
well, to the extent that the above -mentioned web of 
analysis of the individual story is a generic analysis as 
have 
broader relevance: 
then the same type 
implications for generic analysis. 	In a sense, the 
of analytical discoveries can have a 
the structural account of a reading can 
Other aspect like Plotting, 
an individual who is 
but rather as one 
corresponds to or 
a type or 
has. The 
expectations of any future 
detectives to be encountered, which the particular reader 
character of Harry will be built up, not 
the reader brings 
The matrix 
detectives, 
the narrative before reading is begun, 
is the sum of experiences of real and fictional 
and the consequent 
who, along with 
to 
the 
experience of detectives. 
If this process of comparison and contrast is 
inevitable at the individual story level, whether the focus 
is on characterizatio n or some 
to a new 
as either 
absolutely new to the reader, 
new, also variously 
contrasts with previous readerly 
249 
250 
FOOTNOTES 
Cha er_ IV 
'Eddie Ganzel, "Kwa Nini Nife?" 150a-h), Taifa Wetkly. 
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mipaka waanze mfano wa yale yaliyotokna hun kufungua moRka 
mara moja." ("What happened in Zambia, the opening of the 
border between it and its enemy Rhodesia, the countr y rula) by  Ian Smith and what happened in the opening of the border 
between Angola and Zaire, shows that the politics of borders 
has come to an and and isn't fitting for the modern situation." 
"The stars sii:ia e  those involved in the politics of 
border closure to begin a similar process to that which took place by opening the border immediately.") 
'See the photocopy facsimiles of the story pages in 
Appendix I, pages 653-5; translations of these advertiaement follow the stor y translation. 
1A.H.J. Prins, The Swahili-Speaking . Peoples of Zanzibar and the Fast  African Coast (Lc,ndon: 	International African Institute, 19611, P. 112, footncte 150: 	"I participated once (1957) in the lale_mama (sic) dance, an affair lasting 
for three hours, and made full notes about it. But this is hardl y the place to publish the account." 
'Albert Scheven, Swahil_i Proverbs (Washington, D.C.: Universit y  Press of America, 1981). 
toPatriek Bennett, Swahili Today revised ed. (Madison: 
Univ. of Wisconsin African Studies Program, 1984), p. 296. 
''Thomas Hinnebusch and Sarah Mirza, 
Kiswahili  
45-6. 
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l'E.O. Ashton, Swahili Grammar  with Intonation  (London: Longman, 1945), P. 37 -8. 
l'Sharifa Zawawi, Kisuabjil kwa Kitend e (New York: Harper and Row, 1971), p. 166. 
tJames Isaac Mwagojo, "Mbio za Wahalifu," Baraza (Kenya: 
Standard Publishing Group). Part one: Oct. 12, 1978, p. 
part two: 	Oct. 19, 1978, p.3; part three: 
	Oct. 26, 1978, 
p. 3. 
4Elena Zubkova Bertonaini, "An Annotated Bibliography 
of Swahili Novels and Stories Published Between 1960-1975,' - 
Asian and African Studiea 13 (1977): 181-91, and "An 
Annotated Bibliography of Swahili Fiction and Drama 
Published Between 1175 and 1984," Research in African 
Literaturea 17 (Winter, 1986): 525-62; Richard Lepine, 
"Swahili Fiction Bibliography: An Update to 1980," all 
Journal 12 (1981): 197-218. 
'This was the murder of Army Captain Judy Angaine,in, 
her Nairobi flat; her lover, Major David Kimeu Kisila, vU 
eventually convicted of the crime. Details of the trial. 
were covered extensively in the English and Swahili 
newspapers, and the case was a continuous topic of radio 
television news as well. 	 •. 
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CHAPTER V 
OTHER WORKS BY THE PARADIGM AUTHOR 
There are many single-issue short stories in the two 
collections I have catalogued, and most of those are also 
the only sample of a given author's writing which 
represented in this Taifa and BaraZa material. 
Authors who 
are published several times, especially those whose 
works 
appear over a 
are those who 
convenient way of beginning the tusk of 
of stories in these collections. Authors like Eddie Gan201* 
span of several years, are in the minority, se 
produce serializations. This fact suggests s 
evaluating the body 
is 
Oman i Chambati, and Azizi Mchangamwe were proposed 
as 
candidates for further study, because they each have bets 
published often throughout the years in Itlifa_iSeeKLE. 
There is an assumption here that authors who have 
several works published are more successful for their own 
part, and more interesting to the researcher, 
than the 
writers who have only been published once. This 
is only elk 
assumption, nnd even if true, true only in general. 
Not 
everyone who submits a story to a newspaper or 
magazine cse 
be assumed to be both prolific and intent on 
having his or 
her work published often. Any number of circumstances, owIt 
totally beyond his or her control, can affect whether an 
individual writer produces and repeatedly submits 
manuscripts suitable for publication through the particular 
print-medium outlets represented by the Swahili newspapers 
and magazines. Even in the case of the three authors 
mentioned above, two, Omani Chambati and Azizi Mchangamwe, 
are or were members of the Taifa staff, and wrote 
non-fiction as well as stories for the paper. Their 
circumstances are obviously different from similarly 
talented and motivated writers who do not occupy such an 
advantageous position. 
With this caveat in mind, there is still a natural 
tendency to be interested in the writer who has produced 
more, regardless of the underlying reason for this 
prolificity. For example, Eddie Ganzel apparently for years 
was the king of the newspaper serialists; a glance at the 
Taifa catalogue (appendix 1) shows that he was published 
consistently over a period from October of 1965 through 
January of 1977. A number of his novellas have also been 
published in bound form:— Ndoto ya Mwendawazimu in 1972 
. (reprinted 1975); Jogoo la Shamba in 1978; Ki'asho 
Chembamba, 1980; Faili Maalum, 1981; Kifo cha Kishenzi, 
1984; and Kitanzi, also 1984. 1 	From this hating it is 
possible to speculate that however he made and makes his 
daily bread, Ganzel has been a writer of Swahili popular 
fiction for most of his adult life, and has "progressed -
from publishing serializations in newspapers to bookbound 
. 	 .17:15.1“-A 
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Similarly, as 
having made a close 
(known) serial story, 
in just the way that Ganzel's work might eventually 
be 
researched, that is, examining his entire available 
output 
as a writer. 
Although it is a shame not to know anything 
of James 
Mwagojo's personal history, for analytical purposes 
it iø 
sufficient that all that the reader knows of this 
writer 
through his fictions. Maybe some day someone 
will write 00 
Swahili writers, and serbe 
the record. I did tr4..'41 
when I was in Kenya, and VOSI 
to begin a c orrespondence 
novellas. 
release of his first 
aewspaper known to me; 
and continue to appear in Tanzanian periodicals.  
There was a certain period of overlap between 
novel and his 
perhaps other of his serials appeared 
few Swahili fiction writers who 
have 
last appearance in a 
Even if he 
the 
newspaper serial 
rending 
a natural next step is 
a "real person." In his story "Lemba is Ukoka" (55a-k), his 
detective hero Harry Kidozi speaks Rebel. (?; at least, the 
scene takes place there), one of the Mijikenda languages: 
"Niite Kadzo ukipenda." "Nawe umdzo 
jeri dede" namwambia kwa kikwao kuwa 
kweli jina lake linatoshana na urembo 
wake...["Call me Kadzo if you like. 
"And you umdzo jeri  dede" I tell her in 
their language that truly her name goes 
right along with her beauty)' 
So possibly the author is a Mijikenda; more speculations 
could be made on this topic, but the above-quoted passage ia 
the only clue. 
As a writerly voice, however, much can be known about 
Mwagojo. Having made a close reading of his "Mbio za 
Wahalifu," and having discovered (or made explicit) many 
features of the writing which seemed, at least potentially, 
to be individually characteristic of his style, and of his 
thematic concerns and the way he handles them, certain 
readerly expectations might be built up. That is, however 
it happens that certain writers appear and reappear, the 
"ideal reader" (to use Prince's term'), here one who had 
faithfully read and had understood perfectly every Swahili 
newspaper fiction, would eventually develop a sense of a 
• 
weren't one of the very 
appeared both in newspapers and in books, his relativell
. 
numerous 
works, released in a period over e 
decade in length, alone would attract scholarly 
interest. 
in the, preceding chapter, after 
of James Isaac Mwagojo's first 
to .16ok at hie 
was suggested 
biographies of the contemporary 
Mwagojo's life 
find end meet with the author 
since have tried at least 
him by mail, but so far have met with no success 
in thee, 
efforts. eeCaUle his stories are set in Mombasa, 
I sieve* 
that he has some residential connection with the city; WI 
is about the safest speculation I can make about 
his ilft 
and 
will be included i n 
- -tasissage ilatuf vf=ti 111111Mniffir 
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given author as a distinct, and more and more familiar, 
fictipnal voice. 
This is a feature common to every written tradition. 
Readers of Englinh-language detective literature, for 
example, have a whole set of experiences and expectations 
built up around reading the works of, say, the detective 
- 
fiction writer Raymond Chandler. Not too far into the 
process of reading Chandler's collected works, the reader 
begins to build up etyListic and thematic expectations that 
are particular to this writer, so that an additional 
experience of expectation-fulfillment is part of th'e readiae 
of the remainder of his narratives. As Chandler's 
works Off 
eventually completely read, and later possibly re-read, the 
narratives in all their similarities, fulfilled stylistic 
and thematic expectations, and therefore connections with 
each other, may be visualized as a sort of matrix upon %able* 
to fit the experience of other narratives in the detective 
story tradition (to be specific about Chandler, the 
so-called "hard-boiled" tradition). This 
"matrix" mielt 
then, for example, be evoked as a descriptive or true also of James Mwagojo's Harry Kidozi, introduced in 
tool just in the mention of Chandler's name in the course et 
"Mbio za Wahalifu." He, and other characters like Marietta, describing or analyzing another detective story. 
The hesrAW 
Roy, and even Walter, reappear in the other two Mwagojo or reader of such a citation known "a Raymond Chandler 
serials in the present collection, serials  story" as an abstract analytical concept based on the which appeared 
after "Mbio." And at the level of readerly character 
readerly experience of many particular Chandler works. 
"analysis" or "awareness," in a sense it is even easier for 
To the extent that a prolific writer has a distinctive 
style that is reasonably consistent throughout his oeuvre, 
this is an additional motivation for the provisional 
critical valuation of this writer's works over those of the 
writer who appears only once or twice. The prolific writer 
may be a good writer; s/he may be fortunate. Whatever the 
reason for the continued availability of a number of 
different stories by an author, if the reader returns again 
and again to this writer as these narratives do become 
available, the returning will produce this sense of 
familiarity with the writer's distinctive output. 
In addition to "valued" stylistic and thematic 
connections between individual works in the corpus of a 
particular writer's output, the narratives may have an 
additional tie at the level of character. This is true of 
some of the narratives of the authors previously cited here 
as examples: Raymond Chandler's best-known and most-valued 
stories have the private investigator Philip Marlowe as 
their hero; the detective hero Launi Rendo appears in 
analytiol 	several different serial stories by Eddie Canzel. This is 
_ 
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the reader exploring the corpus of an author's production to 
make cross-narrntive connections between characters (and 
settinIts) than is the case with the somewhat more subtle 
similaritiee of stylistic or thematic features. 
Even Mwagojo's three single-issue stories which 
preceded the publication of "Mbio" are readily connected to 
the Mwagojo "tradition." His first, "Chombo cha Kushika 
Maneno Chatoa Sin" (Machine for Catching Words Yields 
Secrets] (51, Baraza), 4 is a very brief tale of adultery 
discovered, a single episode (series of images clustered 
around a basic conflict-resolution narrative line). ;t. is s 
third-person omniscient narration, with no depiction of 
dialogue. 
Mwagojo's writerly fascination with technology, seen i$ 
"Mbio za Wahalifu," is evident here from the title of the 
story itself. The suspicious husband puts a tape recorder 
under his and his wife's bed after he becomes suspicious of 
her and his best friend, and he does get the evidence he 
expects. He calls some elders in to witness the 
confrontation he has with the two, and makes his accusatioN. 
Then one of the elders asks the adulterers if the 
accusations are true, and they both confess. Only then Ls 
the recording played, causing the wife to weep with share, 
The story ends at that point, the last line saying that UHF! 
two men were no longer friends. As it is employed in the , 
story, the tape recorder, then, was used by the protagoalitH 
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first to confirm his suspicions before he took action, and 
then as a means by which to punish his unfaithful wife by 
shaming her. 
Mwagojo's thematic concern with marriage relationships, 
both the public and private aspects of it, also seen in 
"Mbio", are in this short narrative the main point of focus. 
The best friend is introduced in the first paragraph as 
physically attractive, yet too poor to get married. In the 
'next, the husband is described, but as to character rather 
than physique: "mpole na mwenye tabia nzuri; kitu 
kilichofanya apendwe na jirani" (amiable/kind and having a 
nice personality; something that made him be liked. by the 
neighbors], while his wife, in contrast, is "mwenye kuumbika 
sans" (one very well - formed/fine-figured]. The three go out 
often together, the friend gradually becomes infatuated with 
the wife, and eventually needs to visit every day. Finally 
one day he simply goes over and makes love to her while the 
husband is at work. The wife's side of things is not 
presented at all, and the next line after the single mention 
of this first instance of adultery only says the husband 
began to get suspicious of the two. The placing of the 
recorder and the climax and then resolution of the story 
follow. 
There is an interesting juxtaposition of the individual 
with the communal, the natural with the ,:onstructed, even in 
this little story. Physical attractiveness and infatuation 
t'• 
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confront the restrictions of social relationships: 
friendship, marriage, life as an upstanding member of a 
community. The husband's good attributes are understood on 
a social basis; community leaders are brought in in the 
resolution. The friendship between the two men is the least 
explicit relationship here, so aspects of characterization, 
and on a larger scale, narrative development as a whole, are 
probably motivated to explore it. Friendship is examined 
from the point of view of the individual, private, natural 
level, and also as a social relationship with certain 
strictures. In the resolution, it is the latter, the order 
within the relationship, that seems to take narrative 
precedence. Even the adultery is not taken to the personal 
level, examined emotionally as a betrayal of either 
friendship or marital love. Recording the evidence is also 
a a fairly emphatic distancing from the emotional: careful, 
methodical confirmation of suspicion; the creation of a 
separate, totally reliable "witness;" even the 
transformation of vital sounds into an electromagnetic 
record. In this story, adultery seems more damaging as the 
violation of the social order, of the public rather than the 
personal aspect, of the friendship and/or marriage 
relationship. Adultery is a recurring theme of Mwagojo s s: 
it is present in all three of the Harry Kidozi stories. 
Although the husband in "Chombo" is a private citizen, 
the development of the story portrays him, in a sense, as 
detective. He is concerned with evidence, and employs 
modern technology to gather it; especially as he arrangen 
for the resolution of the conflict by means of a committee 
of elders, he is maintaining public rather than personal 
order. Mwagojo's first actual detective story in the 
collection was his next, "Mkamia Maji Hayanywi" (One 
Obsessed with Water Doesn't Drink It) (156, Taifa Weekly).s 
The story is illustrated with a Gitau cartoon. The picture 
depicts the villain knocking the hero off his feet with a 
punch, while the client, the wife of a murder victim, sneaks 
up behind the villain with a metal bar raised over her head 
to slug him. Blood is flying from the detective's nose end 
dripping from the woman's free hand. The caption quotes a 
line directly from the story: "Kijana jambazi huyu ni 
mchafu kwa mikono. Anampa Mohamed ngumi moja iliyomchukua 
hadi chini." (This young thug is dirty with the hands. He 
gives Mohamed one punch that takes him down.) Who decides 
what the cartoon will illustrate, the editors or Edward 
Gitau himself, is an interesting question; in any event, the 
effect here experienced by the reader of this story is to 
emphasize this narrative incident. 
The story is narrated in third person by an omniscient 
narrator, with some reportage of dialogue. Mohamed, a 
private eye who lives in Nairobi, is drinking beer with his 
friend Athumani, a guest visiting from Mombasa where they 
both grew up and went to school. The detective receives a 
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phone call from a woman who wants him to come to her house 
to discuss her husband's death. Before leaving he tells 
Athumani: 
"Sijui nitachukua muda gani huko...wewe 
endelea kunywa. Ukichoka kajitupe 
kitandani na pkipends„kusoma kuna vitabu 
yya  hadithi katika chumba cha maktaba 
(emphasis mine) (I don't know how long 
I'll take there.. .you go on drinking. 
If you get tired, then throw yourself in 
bed and if_yjou_lille_ljp read there are 
books_of atories in ).he Library room) 
(p. 9) 
When he arrives at the woman's house, she tells him the 
police have informed her that her husband's car has explod4 
and that he has died of his wounds. She hires him to 
investigate, but as he starts to leave, the woman is shot Is 
the arm. He dials the police, and then the receiver 
is sha 
out of his hand. He pretends to fall unconscious, the wesee 
screams that he's been killed, and the villain enters. VW 
gangster tells the woman to sign all her checks and give MS 
money. When they go into the interior of the house to 44,_ 
this, Mohamed follows and jumps the thief. As r evealed by 
the cartoon, he is overpowered, but in the meantime the 
woman knocks the villain unconscious. The police, 
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presumably having heard everything over the phone, then 
arrive, and the police inspector--Khamisi—after listening 
to Mohamed's account, adds that the nurdered man's car 
hadn't exploded by accident as originally reported, but 
rather because the gas tank had been hit by gunfire; the man 
had jumped out, and then was shot three times. He concludes 
that there is enough evidence to hang the criminal, and that 
the murderer therefore won't get the money he was trying to 
steal. This establishes a connection with the proverb which 
serves as the story's title. The image of one obsessed with 
water evokes a situation where water is somehow scarce or 
lacking, and obtaining it requires certain behavior, but the 
one obsessed is unable to act properly because of the 
preoccupation, and dies of thirst. The saying is quoted 
when a goal is thwarted as the result of the 
counterproductive behavior which is typically manifested in 
obsession. 
There is a minor mystery in this story. When the woman 
cries out, thinking Mohamed has been killed, she says: 
"Oh wamemuua mune wangu na sasa kachero 
Mohamed! Kifo kama cha marehemu baba 
yake. Nilifanya kosa kubwa kumwita 
hapa." [Oh they've killed my husband and 
now detective tiohamed! A death like his 
dearly departed father. I made a big 
'Iulwwtxfwgur.rmirrxritrrrgwrn 
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mistake calling him here.) (p. 12) 
The mystery is the reference to the death of Mohamed's 
father; this is the first and only time in the story that I
t  
There is no other hint elsewhere in the 
narrative that the woman knows his personal 
history, or even 
that this detective hero has a professional reputation of 
A reader then might conclude that 
other items 
the 
other newsPePere 
must sometimes also be a trickster, a concealer of 
connections and traces. The concealment might be from the 
villain, or from the police, if they are seen as they were 
in "Mbio" as a competing force in the elaboration of the 
narrative. Mohamed in this story pulls the trick of playing 
dead, and that is 3ufficient to get hi R client to cry out 
that he's been killed, furthering the deception. The 
robber-assassin ceases fire, enters into the room 
unconcerned about the hero, and is taken by surprise. 
Physically, he is too strong for the hero, but the 
confrontation itself has allowed the widow the opportunity 
to help by sneaking up on the thug and knocking him out. 
So in addition to the portrayal of the physically 
weaker but intellectually superior hero, another interesting 
image in this episodic narrative is thnt of the strong 
female character, which contrasts with the very passive role 
of the wife in "Chombo." Here, Yunis, the wife, takes the 
initiative in hiring Mohamed, not accepting the initial 
police account or her husbnnd's denth. She confronts her 
husband's violent death by seeking out a detective; 
she is not daunted by his rude treatment; although she is in grief, 
she manages to give him a clear account of the current 
situation of the cane; and has control of the resources to hire him. Of course the clearest image of her strength is 
the fact that, even with a bullet wound to her arm, she gets 
an iron bar and hits the gangster over the head with it, 
is brought up. 
any particular natuxe. 
reference to the father's death, and then 
re available 
Mohamed's personal and professional,history, a  
Are there in other texts which precede the present one. 
other Mwagojo stories from this period which appeared 
in 
or magazines, which LiAifx_loif!elcLy 
readers • 
the time would likely be aware of? That would 
explain the 
reference in the text. Was Mohamed Mwagojo's first 
detective hero. and a recurring character like Harry Kidogq 
"Mkamia," Like "Chombo," can be viewed as a 
single elaborMIS 
episode. Although the hero 
there is very little actual action 
than the investigation reported by 
to function more as a fleshing out 
detective as one who constantly confronts 
the line of duty, and who is able to master it 
through 
force. A detective must be an 
the discovery of hidden 
their traces); the detedli 
cleverness as well as 
unravelier of mysteries through 
connectionn between events and 
of this story is a detectiviw 
4 
of detection here otbsp4 
"Tr 
Khamisi. The ntory e 
of the image of the 
physical danger 
of 
717,kr,,311711 711Mth, WEIMINEMEE 
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saving the detective who hits clearly been 
verbal is reinforced by the pictorial via 
On the surface, the narrative seems to be another turn 
overpowered. The 
the Gitau cartoon. 
on the idea of criminal doom. The proverb which serves as 
the title of the story concentrates attention on this 
aspect. The immediately preceding analysis focuses on the 
resolution brought about through the cleverness of the 
detective and the strength and courage of the heroine. 
But 
the theif's obsession with money both motivates the crises 
he commits, and is an important factor in his being 
overcome, to the extent that he doesn't check the fallen 
while he's fighting, detective, or keep an eye on the woman 
or cover his murder sufficiently to deceive the police 
for 
long (if indeed making it look like an accident 
was his 
intention to begin with, and not just a false deduction 
by 
the initial investigators). 
Mwagojo's third single-issue short story from the 
Wafsnya Weei Stadi Kunasws ns 
Expert Criminals Trapped ay 
Polisi" [Omar's Cleverness Gets 
the Police( (52, Barnea).* also explicitly elaborates up*a 
this theme, again through the vehicle of a proverb. 
In Or 
learns that the city of Mosbosa 
Lakini kama wasemavyo Wahenga, aiku za 
mwizi ni 40 na kama huelewi basi fahamu 
kuwa mt.jzi hushikwa siku ya 38. Siku ya 
39 hulala ndani ya seli na siku Ya 40 
hupelekwa mahakamani kuhukumiwa. [But as 
the elders say, the days of the thief 
are 40 and if you don't understand well 
understand that a thief is usually 
arrested on the 38th day. On the 39th 
day he usually sleeps in a cell and on 
the 40th day he is usually taken to 
court to be tried.] 
This is the only occurence of direct addrees in thia 
third-person narration. There is some reportage of 
dialogue, and the point of view is that of an omniscient 
narrator. 
In the story itself, a private citizen, All Omar, 
decides to help the police capture the gang by infiltrating 
Qualified only as "mwenyeji maarufu we Mvita" La famous 
citizen of Mombasa], he offers his services as a "lemba in 
ukoka" [straw turban, a term used for feaud; it is also the 
collection, "Ujanja wn Omar 
first paragraph, the 
is in distress due to an increase in crime, to the extent 
that even students are threatened. The second 
paragraph 
explains that this is due to a gang that "has broken 
reader 
with its skillfulness and the expertise of its criminality" 
but which has just had a narrow escape from the Police who 
are hot on the trail. This leads to the proverb in the 
third paragraph: 
it. 
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already-mentioned title of Mwagojo's third Baraza serial). 
He is given permission, joins the gang, and manages to gain 
the members' confidence, all without narrative elaboration, 
He is made "Bwana Plani" (Mr. Plans), and Mwagojo describes 
then how the gang's name must be changed from "Super Five" 
to "Double S" for "Super Six" (all originally in English). 
Omar plans a robbery wherein he will take over the driver's 
job. The robbery i successfully pulled off, but Omar then 
drives the gang straight to the police station, where they 
are taken into custody. 
About a third of the narrative remains; it is ,taken up. 
first, by a congratulatory speech by the police inspector 
Omar had been reporting tc secreW while he was pretending 
to be a isng -ember: 
"%oyemii hun ndio wajibu wa raia mwema. 
Kama rain wote watasaidiana na polisi 
kama wewe, nine hakika baada ya miaka 
miwili uhalifu ungekwisha kabisa...." 
[Well that's the civic obligation of the 
good citizen. 	If ail citizens assisted 
the police like you, I'm sure that after 
two years crime would be completely 
finished] 
The inspector then asks for a statement about how Omar 
infiltrated the gang who "walikuwa wakiharibu sifa ya kisivo 
Aram= 
hiki cha mvita" [were destroying the good name of this 
island of Mombasa]. Omar responds: 
"Na pia bwana Inspekta usisahau 
kuliarifu gazeti in Barazn iii habari 
hii ichnpishwe na mwito utolewe kwa 
wananchi wengine wafuate mfano 
huu... [And you Mr. Inspector don't 
forget to inform the Baraza newspaper so 
that this news item can be published and 
the call can be put out to the other 
citizens so that they can follow this 
example] 
"Kumbe, yule alikuwa ni kachero; 
tulimwamini sans kumbe ni kweli, siku za 
mwizi ni arobaini," alisema Musa huku 
machozi yakimtoka. (Wow, that guy was a 
detective; we trusted him very much wow 
it's true, the days of the thief are 
forty," said Musa while tears were 
coming out of him.) 
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The criminals are put in jail together; there Musa, the 
one-time driver for the gang, reinforces the story's core 
proverb with this reflection: 
:77777"r, 	7 17":17.7777."Tr"PrrV•-t=sr  
t 
They are sentenced 
lashes. After they are released, they go into business 
together, and name their company after Omar, in gratitude , 
for the fact that he put them on the straight and narrow. 
So, in addition to the message about the inevitable 
fate of the gangster, there is here also a strong narrative 
emphasis on citizen cooperation with the police, taken to am 
extreme in this story where a citizen temporarily becomes sis 
undercover.agent. This theme of cooperation recurs in 
Mwagojo's "Lemba la Ukoka," where the villain's female 
employee Kadzo, quoted previously', tells Harry Kidozii 
everything he needs to know to solve the crimes involved. 
In "Lemba," as here in "Ujanja," there is an overt didacti* 
commentary on the cooperation theme after the episode has 
been depicted narratively. 
Overt mention of Baraza in "Ujanja" is also 
interesting. 	In "Mkamia Mail,' casual (and therefore *Or* 
intriguing than a grsphic highlighting) reference is rads to 
the leisure reading habit, when Mohamed offers the us* of 
his home library to his friend Athumani. 
narrative, the reader sees characters who 
of narrative, presumably fiction (Mohamed 
Within the 
also are reader* 
says "vitabu vys 
hadithi" (books of stories]). Reading has become a 
narrative topic. In "Ujanja," the narrative's real-world 
medium or outlet is incorporated into the story itself. rw 
effect is a blurring, for artistic purpeses, of the list' 
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between fiction and news reporting. In the world of the 
story, Omar's exploits are news, and deserve to be reported 
in Baraza;  in the real world, as the reader experiences a 
fictional "news story" that includes a sermon on cooperating 
with the police, a way of reading fiction as a real-world 
truth is proposed, even if it is no more an actual 
real-world event than, say, a dream is. The text itself 
offers, by means of this narrative trick of mentioning its 
medium of distribution, a somewhat subtle argument in favor 
of the moral-political critical methodology, where the 
ultimate goal of narrative analysis is the abstraction of 
socially useful information. Read fictional stories and 
receive messages about proper conduct, the solutions to 
problems, of everyday life. 
"Ujanja" has an interesting frame, the concept of 
community or communal well-being. Attention is focused on 
the suffering city of Mombasa right from the beginning; the 
city's "sifa" (good name/reputationj is seen to have been 
damaged by the gang's activIty in the passage quoted above; 
the citizen cooperation angle previously examined certainly 
stresses communal action; and the story ends with the gang 
still functioning as a community itself, but now no longer 
the perverse anti-community it once was, with its own 
name(s) and relatively detailed leader-follower 
organization. 	In the last line, it is seen that the 
community's punishment "kiliwafanya waache wizi kabisa na 
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to five years in jail, plus twelve 
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V. 
kuwa raia 
completely and become good citizens like 
also interesting that after the distress 
general is presented in the opening sentence of the story, 
in the second, the author adds that "maisha ya wanafunzi 
pia katika halt ya wasiwasi" (the life of students 
was also in a state of distress). The increaae in crime is 
people of the community 
yakiwa 
presented as a threat 
who are participating in the communal education system and 
who, for both an extra- and 
constitute potential future readers. 
All three of Mwagojo's stories which preceded "Mbio ta 
Wahalifu," then, even the first, are examples of detectiv• 
fiction, with a certain consistent development. Public 
order is disrupted by wrongdoers, who are eventually 
overcome by both the inherent weakness of the sociopath, get 
the strength of the communal forces represented primarily 
the detective, but also his essential helpers (the 
eldsr11 ,10i 
police who coos "Chombo"; Yunis with her iron bar, and the 
to the rescue in "(Ikamia Maji"; and the inspector 
at the station who accept Omar's offer to go 
help him spring the trap in "Ujanja"). 	In the first 
stories, there is an additional suh-theme examining the 
social relationships or posaibilities of joint action 
s woman; in the third. 
men 
and 
specifically focused cn a man and 
more emphasis on larger types of communal organizatien« 
wema kama wengine" (it made them quit thievery 
the others). 	It is 
of the city in 
to the Young 
inter-narrative connection, 
undereeveri 
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gang on the one hand; on the other a city, the body of 
students in the city, the justice system (police, courts, 
jail), a business. 
Mwagojo's individual stylistic choice to highlight 
technology is present in all three. The tape recorder is 
central in the eponymous "Chombo." In "Mkamia Maji," the 
telephone is a key item in narrative development; it is the 
source of Mohamed's narrative task, and (the reader 
supposes) the means by which the police come to the fight 
scene. In "Ujanja," after the robbery has been completed, 
Omar's car-driving skill is noted as he speeds away "bila 
kujali alama za barabarani" (without caring about road 
signs] and the gangsters "roho zikiwaendea mbio ualifnhamu 
wazi Omar ana uju7i wa kuendesha motakaa" [souls (hearts) 
going fast they understood clearly Omar has skill in driving 
a car]. 
The presence of features like these in Mwagojo's early 
works perhaps justifies the perception that there are 
certain stylistic and thematic writerly concerns which can 
be specifically connected to him, characteristic of his work 
from the beginning, perceivable as finally having received 
full-blown development in "Mbio za Wahalifu." In the 
remaining longer stories of his from the collection, the 
serial stories "Simu Kutoka Mombasa" and "Lemba la Ukoka," 
they are developed even further. 
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"Simu Kutoka Mombasa" [Phone Call from Mombasa] (54e-e 
in Appendix 21,T which in real time appeared in Bar aza about 
six months after "MIA° za Wahalifu" did, seems to pick up 
the story action a few weeks after the latter's resolution. 
Harry Kidozi and his wife Marrieta are now into their secsad 
week on vacation in Nairobi, probably the same scheduled 
vacation which served as a sort of deadline for Harry's 
solving the Hogan case in "Mbio." This serial is in five 
installments, though there is a chance that originally it 
was intended that there be fewer. There is, for instance, 
no reader's summary to begin chapter three, and tHe sum/ASTI 
used to introduce chapter four ia rnpeated word-for-word bilf 
the brief fifth installment. Since the conflict 
of the 
- 1 
narrative is resolved by the end of the fourth part, and alf 
fifth is 30 short--the equivalent of only a 
single full-pallt 
column--it seems likely that, as was the case 
with "Mbill 14 1 
Wahalify," there were again some problems in the editorial 
processes of layout and serialization. As 
for comparative 
length, "Simu" ia about 9200 words 
long, and "Mbio" is 001010 
8500. 
The conflict is essentially that a criminal gang MS 
framed Harry's partner Roy for a murder, with the lost of 
drawing Harry into the case and then deliberateiy 
frustrating him in his efforts to clear his partner. 1,4 
plan succeeds, then supposedly within a matter of days SO 
will he sentenced and hung without Harry's being ably If 
help him. From Inspector Khamis' "phone call from Mombasa," 
Harry learns that Roy was hired by a certain Hadija to pick 
up "a valuable thing" for the incredible fee of 50,000/- up 
front and an additional 30,000/- payment on completion; when 
he goes to pick up the goods, he finds a man named Athumani 
in his death throes with a knife in his heart. The police 
arrive on the scene moments later, having been tipped off by 
someone named Hassan; Roy is caught with the murder weapon 
in his hand. Harry assumes correctly that the plot involves 
him somehow and that he himself is being followed in 
Nairobi. He leaves Marrieta at their hotel and goes out on 
the street, spots a woman tailing him, and leads her on a 
wild goose chase to another hotel. There, he first calls 
his friend Walter, the helpful Posts and Telecommunications 
worker who appeared in "Mbio za Wahalifu," and asks him to 
monitor phone traffic between Nairobi, Mombasa, and points 
in between for any calls involving himself, Roy, Hadija, or 
Hassan. The conversation with Walter is divided between the 
end of part one and the opening of part two. 
After completing his instructionsto Walter, Harry then 
eludes the woman who's following him, and begins tailing her 
until she stops outside his hotel to wait for his 
reappearance. He calls the Nairobi Bureau of Investigation 
and is put in touch with an Inspector Rukia who already 
knows Harry's reputation as someone helpful to the Mombasa 
police; he also reveals that the Nairobi bureau had been 
_ IIIMMINVIHMEEIMINTV 
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fully aware of Harry's presence: "it's our job to know who 
enters this city of ours, their occupations, and their 
reasons for entering the city of Nairobi." Harry arranges 
with him for the woman to be trailed immediately, while he 
himself is to come down to the police station. By the time 
Harry then proposes to him a change of plan based on the 
details of the letter. It seems that Hadija wants Harry 
immobilized just to the point where he'll miss Roy's court 
appearance. Presumably because his life doesn't seem to be 
threated, Harry wants to try for more evidence: he'll be 
he arrives, Rukia is able to tell Harry that the woman is 	 with Marrieta in the car, they'll endure the ambush 
dr 	Roda, someone they'd been suspicious of since she arrived in together, and then the trailing police detective will rescue 
Nairobi and registered in a hotel next to Harry and them when the crooks have left. The police will let the 
Marrieta's under a false name. Harry proposes that he be 
allowed first to search Rode's room, and then that Marrieta 
be used as a decoy as she embarks on a return trip to 
Mombasa: he assumes Roda will follow his wife, he'll follow 
Rods, and then when Roda's accomplices join to ambush 
Marrieta, Harry will capture them all with the help of a 
single borroued police assistant. With some misgivings as 
-4 
to Harry's ability to do so much, Rukia agrees to the plan, 
and tells Harry he'll inform Marrleta and have a 
policewoman, Corporal Joyce, ready to go, along with a 
telescope and radio Harry has requested. Part two ends with 
Harry beginning the search of Rode's room and opening a 
trunk he finds there with his skeleton keys. 
Harry discovers the gang's plans in the trunk: a 
detailed letter of instruction to Rodn about the plot to 
frame Roy and ambush Harry, signed by Hadija. He also finds 
a pistol, and calls Rukia to ask for some blank rounds to 
substitute for the live ones; Rukia brings them himself, snd 
gang escape to rejoin their leader in Mombasa. There, 
Hadija has planned that they will pretend to be members of a 
family, to give their false testimony to convict and hang 
Roy, and then to flee to another city before Harry returns, 
too late to help his partner. Again Rakia agrees, and Harry 
and Marrieta begin their journey to Mombasa. Harry for the 
first time in the case experiences some self-doubt. After 
going about 160 miles, they are flagged down by another gang 
member, Asha, who pretends to need help, then pulls a pistol 
on them. She is assisted by Hassan, and then Rode also 
Joins them from her position trailing Harry. In the course 
of the ambush, Asha gives her gun to Hassan, who slaps 
Marrieta before she's gagged and drugged by Asha. Harry and 
Hassan exchange words over this; then Harry manages briefly 
to overpower him. Harry then attacks and slaps Roda, who 
fires her ineffective blanks at him, but he is hit over the 
head with a bottle by Asha, is punched by a recovered 
ri"tilltrar 
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Hassan, and is drugged. The installment ends an he loses 
consciousness. 
Part jour opens with Harry regaining consciousness in a 
Nairobi hospital at 7:45 a.m. on the Monday of Roy's trial. 
From this point on, the reader is presented with a Harry who 
is primarily a passive hero-narrator, who functions as a 
nexus and filter of other characters' actions, as the 
4 story's resolution is accomplished. He learns that Joyce 
had indeed fulfilled her back-up mission and saved him and 
his wife after they were abandoned, drugged, in the bush; 
that Marrieta, unbeknownst to him, had been fitted by 
Inspector Rukia with a remote listening devicP, and so 
Hassan, Roda, and Asha's words during the attack are now 
recorded evidence; and that now that he is awake, the  
27H 
the other gang members begins as the various law-enforcement 
participant s in the case offer testimcny. Part four ends as 
the judge offers the prosecutor a chance to speak before 
sentence is passed. 
The prosecuto r  makes a brief summar y  and asks for a 
strong sentence; then the judge offers the accused a chance 
to defend themselve s . They al/ deny the charges. The judge 
then plays Marrieta's tape, which contains the dialogue 
between Hassan and Harry during the ambush, and it serves as 
a dramatic contradiction to the three's protestations of 
innocence. The story closes with Harry, Marrieta, Roy, 
Joyce, and Rukia heading for a hotel cafe after the trial. 
Harry and Joyce gradually hang back from the others, banter 
a bit, then end up in a torrid embrace; they have arranged 
to meet at 8:00 that night for dancing at the Cave Night 
Club. 
Considering now items exterior to the narrative proper, 
there were the problems mentioned earlier with the reader's 
summaries: there was none to introduce part three, and 
there was the verbatim repetition of the fourth 
installment's summary at the beginning of a very brief 
concluding part five. Additionally, although in the story 
Roy has already been released, the teaser to part four ends 
with the words: "Roy atanyongwa? Ebu soma sehemu ya mwisho." 
[Will Roy be hung? Please read the last installment.) 
Nairobi party is to fly immediately to Mombasa for the triar 
—4 
of the now-arrested gang. When he arrives in his home 
',Asa 
Harry meets with Walter, and gets the results of phone 
he'd requested at the opening of the story. He is told, f,J041 
Athumani had actually been murdered by Hadija for steallall , 
gold chain of hers. As soon as Walter had discovered tW 
he had informed Inspector Khamisi, and so the whole *erg 
been arrested and incriminating evidence had been recovm 
from their residences. Then the courtroom events are 
portrayed as the story is resolved. First, Roy is rel 
' After being indicted for murder, Hadije is remanded 
separately, and no more is said of her. The the trial. .1) 
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In the layout of this story, the text is subdivided by 
one or two-word "headlines - only in parts three and four, 
the two longest sections. In part three, Harry has just 
described the arrangement of cars--his, Roda's, and Cpl. 
Joyce's--on the road to Mombasa, and then the title 
"Msafara" [caravan] introduces the sequence where Harry 
ir describes his thoughts as he waits to be ambushed. Among 
these musings there are both practical concerns about the 
upcoming ambush, including the line, "Msaf,ara huu wetu sijui 
utakwenda umbali gani" [This caravan of ours I don't know 
what kind of distance it'll go], as well as a fantasy abodt 
making a movie about his adventure and retiring on the 
proceeds. The title which leads off the ambush sequence in 
part three is "makofi - [slaps]. 
4 	The highlighting caused by these titles inevitably puts 
emphasis on certain aspects of the narrative segments they 
head. Labelling the procession of vehicles a caravan is 
ironic, evoking the image of camels travelling through the 
desert, travellers who've banded together to face the 
fortunes of the road (at 160 miles from Nairobi, the place 
where the ambush takes place would be near the town of Vol, 
in the relatively arid and sparsely populated area around 
the Tsavo National Park). The irony comes from the fact 
sh„that one of the members of the caravan is Rode, who 
represents both part of the hazard of travel, and at the 
same time, since the purpose of the expedition is to get the 
gang to incriminate itself, an essential element of the 
caravan's purpose. The other internal headline of part 
three, "makofi," either creates or makes more obvious the 
narrative importance of first Marrieta's being slapped by 
Hassan, and then Harry's retaliation on Roda later. 
Part four has three of these segmental headlines. The 
first, "Redio," leads off a sequence which begins with Rukia 
revealing to Harry that Marrieta had been carrying the small 
radio transmitter which had picked up the ambush dialogue, 
and ends with the pilot of the Nairobi to Mombasa plane 
arranging radio communication with the control tower at Port 
Reitz (the aiport which serves Mombasa). The next headline, 
"Port Reitz," follows immediately, and begins the actual 
radio dialogue (in "technical English"): 	routine landing 
information as well as a request that halter meet the group 
at the field, followed by the the rest of the narrative 
events which occur at the Mombasa airport. At the meeting 
Walter says he has recordings of three incriminating phone 
calls on "vikasha" [small boxes/containers]--the word 
Mwagojo uses for recorded tape cassettes instead of - kaseti" 
as in "Mbio za Wahalifu - --and it is the word "Vikasha" which 
heads this segment. The cassettes are picked up in the 
first paragraph of this section, and the scene shifts to the 
court building and trial, with no further mention of them in 
this installment. Their crucial appearance in counterpoint 
to Asha, Roda, and Hassan's testimony does not occur until 
-7"1".7r"717,51, 347777 vr"'""'""77.71717.71171 
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an editorial problem within the serialization process. The 
three headings in this installment seem to be simply 
straightforward narrative-sequence labels, less evocative 
than the two which occur in part three, though these 
headlines in part four do function to draw attention to the 
technological elements of the story line they serve to 
segment. 
Turning now to the narrative. itself, linguistic features 
noted in the analysis of "Mbio za Wahalifu" are present in 
"Simu" as well. There is, for instance, the apparent 
interchangeability in Mwagojo's usage or the -na- and -s- 
One of the features of Mwagojo's style, and apparentlY 
of other newspaper fiction writers, is the repetition withir 
the narrative, to the point of being conspicuous, of certain 
fixed words or phrases in characterization or episodic 
linkages. One example in "Simu" is the phrase "muda mfpi 
baadaye" fa short time laterl, which is used, in a manner 
reminiscent of film editing, to cover a time lapse. This 
typically occurs in n situation when no narratively-
interesting action is taking place, when, for instance, 
Harry is driving, or waiting for a character to accomplish 
some action "off camera." 
Another linguistic item of interest, though it is not 
present tense forms, the latter also often characterized in 
frequently-used Lexical convenience, is Muagojo's use of the 
so much a stylistic set-phrase as it is a just a 
3rd person singular by a prefix yuwa- versus the variant 
word kina [associates of) preceding a noun. In this vua- offered by kshLons. As in "Mbio," Mwagojo switches to 
particular story, the noun is always a character's name, and the use of English. Here in "Simu," it is used to depict 
"kwa lug0 the pilot-control tower dialogue reaListically: 
wanayetumis marubani wa ndege" [using the language the 
airplane pilots use], Harry the narrator says. On the 0004 
hand, at the level of lexical borrowing, where 
English 04, 
been used in the first serial story, Mwagojo now cells 
cassette tspes "vikasha vyenye kande" [literally, little, 
boxes having thongs Ikandq now is used to mean recording' 
tape as weilil versus "kaaeti za tepu;" and "kaka" (elder 
have used "bro. brother] in a situation where he might 
before, as seen in "Mhio." 
oaragraph of part five; again, this may reflect 
in most of those occurences, that of a gang-member. It is 
interesting to track Mwagojo's shifting of focus 
accomplished by changing the name in the "kina phrase"; the 
most striking in at the very end of part four, where Harry 
is describing his court testimony, and is talking about the 
ambush, he chooses to label the attackers "kina 
Athumani"--they are now named after the gang member they 
themselves have murdered. 
The "cinematic" character of Mwagojo's style was 
discussed to some extent in the analysis of "Mbiu za 
lt,.11,rii 
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development; recall that Harry 
reward 
-al 
Wahalifu," and again here in connection with the set phrase 
"muda mfupi baadaye." The influence of film on the author's 
writing seems both fairly readily apparent and crucial to 
Movies are incorporated into 
Wal ter 
case. the reader learns 
to a movie as a 
At the opening of "Simu Kutoka Mombasa," as 
narrator describes his Nairobi vacation, 
that he and his wife Marrieta have 
a movie is one of Harry's 
day. 
daydreams: 
Later in 
Mole akinijalia hats nikifaulu katika 
tajiri mmoja mites° huu, nitatafuta 
au tuseme nishirikiane 
sinema. 
mkubwa anisaidie 
naye, halafu mkssa huu tuucheze 
Itakuwn kama ukumbusho kwangu, na pia 
pose za kutoka sinema hiyo, nitawacha 
kabisa kazi hii ya uhachero. (If God 
takes an interest in me so that I 
this "affair" (mkasa), I'll 
to help 
, eoo e md in 
look for 
shall we 
and then 
tas) ri movie. 
the story, making 
of 
as 
his style ' 
aspects of 
a big rich person 
say I'll partner with him/her , 
this "case" we might play it 
It'll be like a monument 
for his help 
gone to the movies that 
in the Hogan 
.,2!! t
.s'er1eev7",'eiere'eesrereewreewfirrr: 
for me, and also (with) the money from 
the movie I'll ccmpletely give up this 
work of being a detective.) (part three) 
In the story, making a movie is just a fantasy, and its 
function in the story-telling process could be accomplished 
Just as well by employing a different image to produce the 
desired effect--helping to convey Harry's moment of 
self-doubt on the road to the ambush--so the focus here is 
on the fact that making a film is a "natural" enough image 
that Mwagojo did in fact choose it for this particular 
narrative purpose. It represents another instance of the 
author's overt textual reference to another kind of 
narrative medium, that of film. 
In that sense, there is some measure of justification 
for reading his stories with an eye toward their cinematic 
qualities. How, for instance, does Mwagojo handle a scene 
transition? When he routinely inserts a whole phrase like 
"muda mfupi baadaye" as a sort of punctuation mark, it is 
easy step from there to, visualize it in terms of the editing 
of a film or video narrative. Film editing both cuts 
efficiently from action to action, yet inevitably conveys 
the passage of time as the viewer - reads" the scene-shifts 
according to the "grammar" learned from previous film 
experience. That is, jumping from scene to scene is 
different from ordinary visual experience, something that 
the appreciatio n 
the story Itself 
characterization 
 and scene 
in "Mbio" offers to take 
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has to be learned. That quality also makes it a 
characteristic feature of the medium and an aspect of its 
potential for artistry; editing is always noticeable as a 
"difference" if a "close reading" of a film is undertaken. 
Transition in a text can be much less noticeable. The fact 
that Mwagojo takes the trouble from time to time to do 
• 	something like: 
"Muone Inspekta...atupatie ofisi 
tuongee," namwambia Inspekta Rukia. 
Inspekta Rukia atoweka na baada_ya 
muda_pfupi yuwarudi. "Ofisi iko tayari 
nifuateni," asema Inspekta Rukia. 
Natangulia kumfuata, daktari afuata 
nyuma yangu na Walter nyuma kabisa. 
("See the Inspector...so he can get us 
an office so we can talk," I tell 
Inspector Rukia. Inspector Rukia 
disappearn and after a short time he 
returns. 	"kti office is ready follow 
me," says Inspector Rukia. I lead off 
following him, the doctor follows behind 
me and Walter's in the very back.] (part 
four; emphasis mine) 
demonstrates that signalling a time passage is stylistiOi 
worth indicating overtly, in as noticeable a fashion with ;4 
	
_4:-.14,Lo-, _IL ,11` 	1.;F:•• 
the text as a scene-shifting edit would be on film. The 
assumption here is that the expected textual or writerly 
narrative scene-shift could be simply: "Rukia left and 
returned," with no attention to time passage. 	In addition, 
and conveniently in this same quote, the order in which the 
characters leave the room is carefully depicted, and this 
seems to be more cinematic, or at any rate visual-image 
oriented, than is the presumed readerly expectation of such 
scene-setting in a printed story. Certainly nothing in the 
nature of the print medium forcee it; given the author's 
choice to depict the action at all, a simple "and we 
followed him out" would suffice. 	In a film, however, with 
the depiction of the same "exeunt characters" type of 
action, the order of their departure would naturally be 
apparent as part of the available visual information. So 
Mwagojo's concentration on the visual here and elsewhere 
lends an element of the stage or screen direction in a 
script to his narrative style. 
The analysis of "Mbio ea Wahalifu" had also revealed 
Mwagojo's apparent writerly enjoyment of presenting the 
workings of technology in methodical detail, and "Simu 
Kutoka Mombasa" contains similar material. However, the 
repetitions of procedural details even in frequently-
occuring images, for instance the repeated portrayal of the 
step-by-step process of making or answering a telephone 
call, or of driving a car, two actions that occur over and 
Mr." • ••••• ■■•• • , 
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over again through the story, goes beyond an already-
satisfied narrative concern with verisimilitude in depicting 
technology. Reading these repetitions as "script 
directions" in a visually-oriented style of print narration 
might help to explain their presence. 
Concerning point of view, as a Harry Kidozi story, 
"Simu" is once again the detective's first-person report on 
a story that seems to be narrated more from an as-it-happens 
perspective than from a temporal remove that might, for 
instance, generate the readerly expectation of more 
self-reflection or hindsight analysis on the part of,the 
hero. As with "Mbio." the mechanism of this immediacy is 
the use of present rather than past tense for most of the 
narration. Unlike "Mbio," in this story there is only one 
instance of direct address to the reader, and none of a 
first-person plural point of view. In the previously-quoted 
passage where Harry's movie-making fantasy is portrayed to 
its happy ending at home with wife and children, the next 
sentences address the reader: 
Una habari wewe? Wakati ule wa kesi ya 
Hogan nilikuambia kuwa mtoto wetu wa 
tatu yuko njiani. Alifika. Marrieta 
alinizalia mtoto wa kike. Tulimwacha na 
yaya wetu huko Pwani. (Do you have the 
news? During the time of the Hogan case 
I told you that our third child was on 
the way. She arrived. Marrieta bore me 
a daughter. We left her with our nanny 
at the Coast.] 
Beyond bringing the reader more consciously into the 
story-telling process, the device serves to make a link with 
the preceding serial. The reader being addressed now is a 
member of a sort of "tradition": the audience for Harry 
Kidozi stories. Also, here Mwagojo is careful to give the 
child some presence as a character in the action, in that 
she's accounted for in terms of the current story line. 
Characterization and scene-setting offer several 
developments beyond those of "Mbio." Harry Kidozi himself 
is seen to be more ordinary, if not more vulnerable, in his 
dual capacity as a figure of private and public character. 
That is, in general, Mwagojo has been seen to be interested 
in portraying and exploring his protagonists on the one hand 
as individuals--mostly by looking at males in their sexual 
relationships, some of which entail accompanying nuclear 
.family relationships, whose internal dynamics in turn are 
subject to scrutiny--and on the other hand, as members cf 
groups. Examples of the latter are such communal 
organizations as the family unit in its relation to society; 
or the law enforcement apparatus (including the 
protagonist's detectiNe agency, and government bureaucracy 
111111111111111111111 lint 'V 	"' 
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like Posts and Telecommunications) as an alignment of social 
groups fighting another social group, the criminal gang. 
As an individual, Harry's investigative speed and skill 
at the beginning of the narrative are tempered by his 
feelings of sell-doubt on the road to the ambush, and by his 
being overcome in the physical struggle that follows. As h. 
moves on the case, in spite of his stated worry for Roy, 
three times he describes his emotional state in terms of 
happiness, the sheer joy of being a good detective; but this 
is ultimately countered on the road with these thoughts: 
...natambua kwamba nimefanYa kosa 
kubwa....Kosa langu ni kuwa nimechukulia 
kila kitu rshisi....Sasa najuta kwa nini 
nisimwambie Rukia aongeze askari. 
Nilifanya kosa kujiamini zaidi wakati 
maisha ya Roy yamo hatarini. Sidhani 
karma tutafaulu na sijui Joyce ni hodari 
kiasi gani. [I realize 	made a big 
mistake... .My mistake is that l've taken 
everything easy... .Now I regret not 
asking Rukia to add more police 
officers. I made the mistake of 
trusting in myself too much while Roy's 
life is in danger. I don't know whether 
we'll succeed and I don't know how 
skillful Joyce is.] (part three) 
In Harry's personal relationships, his devotion to Marrieta 
and the children gets significant emphasis in the opening 
sequences in their bedroom and then in the dining room at 
the hotel, and later in the story as he daydreams on the 
While at the end of the story he is again headed for 
an extra-marital sexual affair as a sort of reward, this 
time it comes off almost as an afterthought, and also 
involves a policewoman--a fellow group member. In "Mbio," 
Harry's sexual partner was a cooperative barmaid, part of 
whose motivation is the fact that she's received one of 
Harry's generous monetary tips. 
As a member of a group, the law enforcement apparatus. 
Harry finds himself more of a team player in the plotting of 
this story than in the preceding one. Other members of the 
team are being allowed as characters to take their own 
initiative on several narratively crucial decisions: 
Marrieta working with Rukia, and Walter with Khamis, develop 
evidence that is as important as that which Harry produces, 
and which ultimately gets more narrative emphasis than his. 
The picture of Marrieta as a person is developed a bit 
more in this story, over and above the fact that she's 
central player in the action of the narrative. In - Mbio." 
she came off as something of a whiner, who reacted to 
road. 
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Harry's work almost entirely from the angle that it was a 
disruption of their marital or familial life, rather than 
seeing that it was on essential part of her husband's 
personality, not to mention a source of their livelihood. 
In the opening scenes, Harry describes a very pleasant 
preceding two weeks of vacation in Nairobi with "bibi yangu 
mpendwa" (my beloved wife], tells of the day spent at the 
movies and shopping for the children back in Mombasa, and 
begins the story proper with their discussion of what to do 
that evening. The acene ends with their love play: 
"Twapitisha wakati kwa kutekenyana na kukimibizana mbio kais 
watoto, kupeana busu na kufinyana" (We pass the time 
tickling each other, chasing each other like kids, giving 
each other kisses, and squeezing each other]. Then the 
action shifts--after a Mwagojc/Harry "signature," the 
notation of what time it is--to the hotel dining room. 
There Marrieta wonders how Roy is doing, and suggests Horn 
give him a vacation upon their return. Harry agrees, this 
reports: 
Hit ni mars ya kwanza kabisa kwa bibi 
yangu kuzungumza na mimi juu ya kazi 
yangu. Hit ni dalili kuwa safari hii yn 
Nairobi imemfurahisha sans. (This is the 
very firat time for my wife to have a 
conversation with me about my work. 
11101T1411 
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This is a sign that this trip to Nairobi 
has made her very happy.] 
In "Mbio," Marrieta had said that she and Harry hadn't gone 
out to enjoy each other's company together since they'd been 
married, so the implication of that remembered element, 
along with the vacation portrayal and Harry's realization 
quoted above, is that the two characters have at this point 
accomplished a reconciliation of home and business life. At 
this point, in the opening of the story, the accomodation 
takes narrative form through Marrieta's words of concern 
about Harry's partner Roy, which in turn creates a 
prefiguring of the story conflict itself, and also her own 
important role in its resolution. 
The story's conflict revolves around a vendetta against 
Harry Kidozi, but the criminals as characters don't reveal 
much motivation in proportion to the elaborate nature of the 
plan ultimately directed at him, evident in the title of 
.Hadija's letter to Rods: 7 maelezo kwa Rods juu ya ujambazi 
wa kumuangamiza Harry Kidozi, kachero maarufu wa kuajiriwa mjini Mombasa" (instructions for Roda concerning the 
gangster action of utterly destroying Harry Kidozi, famous 
detective for hire in the city of Mombasa). In Haasan'a 
by way of motive he tells Harry, 
"Siku nyingi umejigamba kuwn kachero hodari umetusumbua 
sans. Ukatuzuilia riziki zetu. Hivyo hill ni funzo kwako." 
speech during the ambush, 
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(For a long time you've boasted of being a skillful 
detective and, you've caused us a lot of trouble. And you've 
denied us our daily bread. So this is a lesson to you.) 
Mwagojo never does directly reveal the motivation of the 
gang's leader. Hadijn. 
Scene-setting is a bit different in "Simu" from that of 
"Mbio" in that, while Mwagojo continues with a concern for 
precision in describing the location of story action which 
is almost as great as that which he has for tracking 
narrative time, since much of the action in this story takes 
place in Nairobi, and on the highway from there to,Mombass, 
there aren't any street-by-street itineraries that were mid 
a salient feature of the first serial. There is still the 
wealth of pictorial detail in individual scene-setting, but 
of a different nature. Contrasting the narrative mapping of 
Mombasa in "Mbio" with the description of Harry's handling 
of Rode's attempt to tail him in "Simu," an episode which 10 
set in Nairobi, but which as a scene is just a generic 
picture of city streets, a hotel, and a bus stop, is 
analogous to looking at a movie shot on location" as 
opposed to a sequence filmed on a set at a movie studio. 
As far as the plotting of the action of the narratiee 
is concerned, the premise that Roy is in danger is estrum!, 
weak. In the elaboration of the conflict of the story, CM 
source or suspense conveyed by means of mwagojo's apparesiti 
characteristic stylistic feature of "deadline pressure" ie4 
•1111EIMINIMMITIMEWEVEN 
the fact that when Harry gets his call from Mombasa on a 
Thursday night, Inspector Khamis gives him until 10:00 a.m. 
the following Monday to clear his parter. At that time, the 
case is to begin and will go ahead with the false testimony 
of the conspirators; presumably Roy will then be immediately 
found guilty and summarily executed. The gangsters also 
operate according to this timetable, as Hadija's instruction 
sheet and Hassan's ambush-site speech reiterate; after all, 
Harry is to be out or commission for only a matter of hours 
beyond the opening of the trial. But even the story itself, 
in the resolution, contains material which makes clear the 
implausibility of this premise. That is, after the culprits 
have been tried and sentenced, they are told that they 
themselves have fourteen days to appeal. 
At any rate, the story is plotted out with the bulk of 
the action on A straight cause-effect line that is 
appropriate to or expected of the kind of plain 
conflict-resolution scheme characteristic of detective 
thrillers. Story events revealed achronologicall y in the 
plotting may be divided between the expected--concealment a 
.forced by the requirements of the subgenre, and the 
unexpected--conceniment s  particular to the individual story. 
The details of Hedijn's planning and executing of Roy's 
frame-up, which chronologically would occur first in the 
story-line, are not completely revealed until part four as 
Walter and Khamis share their investigative news with Harry; 
li 
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the fact that when Harry gets his call from Mombasa on a 
Thursday night, Inepector Khamis gives him until 10:00 a.m. 
the-following Monday to clear his parter. At that time, the 
case is to begin and will go ahead with the false testimony 
of the conspiratnre; presumably Roy will then be immediately 
found guilty and summarily executed. The gangsters also 
operate according to this timetable, as Hadija's instruction 
sheet and Hassan's ambush-site speech reiterate; after all, 
Harry is to be out of commission for only a matter of hours 
beyond the opening of the trial. But even the story itself, 
in the resolution, contains material which makes clear the 
implausibility of this premise. That is, after the culprits 
have been tried and sentenced, they are told that they 
themselves have fourteen days to appeal. 
At any rate, the story is plotted out with the bulk of _4 
the action on a straight cause-effect line that is 
appropriate to or expected of the kind of plain 
conflict-resolution scheme characteristic of detective 
thrillers. Story events revealed schronologically in the 
plotting may be divided between the expected--concealments 
forced by the requirements of the subgenre, and the 
unexpected—concealments particular to the individual story. 
The details of Hadijn's planning and executing of Roy's 
frame-up, which chronologically would occur first in the 
story-line, are not completely revealed until part four a* 
Walter and Khamis share their investigative news with Harm 
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but both for the sake of suspense and to preserve the 
illusion produced by this particular story's point of view, 
such a concealment is entirely expected at the generic 
level. An unexpected plot development is the revelation, 
during the post-ambush Nairobi hospital scene, and with 
additional details during the trial, that Marrieta had been 
fitted by Rukia and Joyce with a microtransmitter in the 
heel of her shoe before she left for Mombasa with Harry. 
This concealment again is consistent with the generic 
demands of suspense, as well as with the choice of Harry's 
type of contemporaneous narration; but at the same time it 
seems more character-specific to Marrieta in terms of the 
narrative force this image can have within this particular 
story. 
Although the specifics of the conflict elaboration, the 
false deadline, might leave the reader unsatisfied, within 
the plotline the detective hero is still confronted with the 
need to save his partner and bring the real crooks to 
justice. Harry begins this effort very adeptly and cockily, 
but as the narrative develops, he begins to doubt himself, 
and his expertise does not save him from being captured and 
drugged. Rukia, Joyce, Walter, and Khamisi are the ones who 
act for the remainder of the narrative to resolve the case. 
Looked at in more abstract terms, Nwagojo is once again 
exploring the theme of individualistic versus group action. 
" 
of the theme of the gangster's fate ultimately also sheds 
light on the nature of contemporary social groupings, in thi 
very process of portraying these groups in confrontation. 
So in addition to the quality of the storytelling to be 
found in the plots which Mwagojo offers in his detective 
narratives, an important part of the appeal of his stories 
also comes from his handling of the expectations of the 
subgenre as to the depiction of the opposing forces of 
social order and of criminalilty. 
The detective story, by means of its characterization 
of individual actors in that struggle, inevitably sets the* 
forces into familiar, understandable social structures: 
lovers, family members, friends, and partners in work or 
crime are some examples. The detective hero, no matter kmd 4. 
much he or she might be portrayed as an individualist and 
social outsider in fulfillment of the generic stereotype, 
ultimately involved in the restoration of social order ,.2 
as such is identifiable as to the social groupings and 
organizatians to which he or she belongs. In the triaditl 
the element of individualism in the character of the 
detective hero is very important and demands attention :id  
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can also be explored profitably. 
the reading enterprise, but his or her identity with a group 
Mwagojo makes Harry Kidozi 
a very strong individual, but he also seems concerned with 
his integration into society as a husband, parent, friend, 
business partner, and associate of the law enforcement 
establishment. 
The story as plotted baaically shows the forces of 
social order struggling with and triumphing over a criminal 
gang, and focuses at times on the role of the leader of each 
group, Harry and Hadija respectively, as heads of smaller 
groupings: families and marriages. Beyond the simple but 
essential message that evil is defeated once again and is 
always doomed, the group-patterning attached to these two 
leaders helps gives structure to the plot's development, and 
thereby adds to the artistic appeal of the story. 
Considering the situation of the detective first, 
narrative tension is accomplished by Hurry's having the 
lines between his marriage relationship with Marrieta blur 
into those of hi a investigation-business partnership with 
Roy, as well his cooperative work with the law enforcement 
establishment. The story opens with an intimate picture of 
Harry and Marrieta in a nuclear family unit, as friends and 
lovers, and then as devoted parents. It is broadened as 
Marrieta figuratively draws Roy into their group with her 
dinner conversation; her concern for Roy is expressed in 
This theme has already been seen in Mwagojo's earlier 
works. It is, of course, additional to the author's 
intergst in elaborating artistically on the notion of 
criminal doom in the face of the morally and technologically 
superior forces of social order. But even the exploration 
personal rather than professional terms--she is still in 
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transition to becoming Harry's business partner. In the 
se seer:e., Insp2ctcr Thamisi is 1.dded tn the group as bie 
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personal ties with both Harry and Roy are acknowledgea S. 
Khamisi finishes his call: "Nimekupa muda huo kwa vtk•! 
nyinyi mnashirikiana aana nil sisi." (I have given you 
period (i.e. till. 10:00 a.m. the following Monday) 
of how you (pl.) work in association with us very ouch) . 
(part one). 
Later, in planning the attack on the gang, Harry !i 
himself proposes that Marrieta take on a role which 1000 
beyond their relationship as lovers and parents. Hifi ft 
plan actually has her acting as a lone decoy; eventimilit . 
A does still have her facing danger with him side-by-6140 
Even so, it is not a complete acceptance of her as snYJP 
investigative partner; at this stage Harry thinks Martql, ,, 
doesn't know that she is -professionally" involved ales 
41, 
"...sikuona ni jambo la 
juu ye mkasa huu we. Roy. Hajui kuwa hivi sasa tuko • 
na maisha yetu yamo hatarini. [I didn't feel it's a 
thing to 
Roy's to 
trap and 
is Harry 
with the 
explain everything I discovered about this c 
her. She doesn't know that pretty soon we're 
our lives are in danger.) (part three). 01117 
informed by Rukia that on his own initiative, 
qualification that "mini ni inspekta wa polisi 
busara kumueleza yote nillyog 
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given this rank r)r nothLn41 (part ::air), Marrieta had 
fitted with the microphone concealed in her shoe heel. 
Though it is not explicitly stated, the assumption is that 
her active cooperation in carrying a transmitter of this 
type would be needed, and that that would entail having some 
personal awareness of the nature of her participation in the 
scheme, and of the danger it would involve. 
As Rukia reveals his secret collaboration with Marrieta 
to Harry, he tells him "...nilimtuma Joyce kumleta bibi yako 
hapa. Tulimpatia redio..." (I sent Joyce to bring your wife 
here. We got her the radio), 30 Rukia and Joyce are seen to 
work as a team, along with his own wife Marrieta, to deceive 
Harry. The parallels between the roles of these four 
characters, two male-female pairs, are interesting in that 
perhaps Rukia and Joyce can be seen as another "marriage." 
The identification process then leads to an examination of 
roles in both professional and sexual terms. There is not a 
situation of complete symmetry, however, for there is no 
suggestion of a sexual relationship between the inspector 
and the corporal. Rukia and Joyce are the model of the 
exclusively professional male-female team, a type of 
association which is only one facet of Harry's developing 
marital relationship, and a limited one--something he as 
narrative voice has said is new to his partnership with 
Marrieta. The focus is on Harry as he tries to work out how 
:12 :1 
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to relate to a woman both professionally and personally-- 
including sexually. Mwagojo is explicit enough in the 
opening of the story to demonstrate Harry and Marrieta's 
mutually satisfying sexual relationship; it is their 
collaboration as detectives as well as lovers which must lst 
resolved, and which is explored in the story through Harrelk 
changing perception of Corporal Joyce. He must first 
undergo initial doubts of her professional abilities, and 1 
after that process is resolved in her favor, he approaches . 
her as a potential lover. Her acceptance of him at the . 
sexual level then completes their reverse recapitulation a 
the Harry-and-Marrieta relationship. 
It might be evident from this that a key narrative 
element in the exploration of the themes of individual and 
group action is the mechanism of deception in the plot's 
elaboration: concealment, disguise, pretense, visual and 
audio spying and secret recording, false testimony in a 
court of law. In this story, these are the devices by 01 
a 
certain individual or group strives, narratively speaing 
to produce conflict or achieve resolution. By tracing oi 
mechanism in the structuring of the story, the particular! 
flavor of this narrative can be tasted. In terms of 
structure or narrative patterning of events, it is 
interesting, for instance, to contemplate the oppositios 
Harry and Marrieta's previously cited actions as they 
fall into the categories of pro- and anti-marriage, ccam 
concealment of knowledge of the situation from each other as 
violations, in addition to the more obvious adultery on 
Harry's part at the finale. 
Since the story ends with this - rebellious" act of 
Harry's, the narrative chronicle of the changes in his 
marriage with Marrieta is thus put into counterpoint with 
the dynamics of the personal relationships within the larger 
law-enforcement team that are seen in the course of the 
narrative. In the latter, Harry is an outsider who is 
gradually reintegrated. In his marriage, he starts 
monogamously and ends up in violation of the social rules of 
the marriage institution. This is mitigated to some extent 
by the suggestion, hinted at above, that Harry's prospective 
adultery is part of a learning process he must undergo, with 
Joyce as both proven professional associate and lover 
standing as a surrogate for Marrieta, who had also played 
both of these roles in the story. 
In another marital-familial parallel, and in a grouping 
which by nature operates deceptively, there is Hadija's 
gang. Following the plan detailed in the instruction sheet 
Hadija had prepared for Rode, an element of the false 
testimony which the gang was to present in court involved 
representing themselves as a family: "Hassan ... ate-
jijulisha kama buena yangu, wewe Roda...0 dada yangu na 
Hassan ni shemegio." [Hassan will introduce himself as my 
husband, and you Roda are my sister and Hassan is your 
111"1"""7"Trilri711-rirrirrr711;  I 	 • 	 • 	 4 emrea.esa .1310r 
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For some reason, 
pseudo-family. 
As with the detective's marriage, this group, the 
criminal gang, also manifests internal conflicts. Of course 
JO the biggest "disjunction" within this pseudo-family is 
Athumani's theft of Hadija'a gold chain, which ends up with 
her murdering him. One of Walter's phone intercepts reveals 
that Hadija finds it necessary to use the deed as a threat 
in order to preserve order and cohesiveness within the , 
group: "...aliamuru Rods afuate maelezo yake sawa. 
Alionywa kuwa asipotii amri atauwawa (sic) kama Athumani" 
(she ordered Roda to follow her instructions correctly. She 
was warned that if she didn't obey the orders she'd be 
killed like Athumani) (part four). Also, in her speech 
begging mercy from the court, Rode says she is two months 
pregnant. With only this information, it is left to the 
reader to speculate on her marital status, and on the 
identity of the father (maybe Athumani?); in any case, thie 
introduction of parenthood into the gang's "family" is in i ; 
sharp contrast with the image of Harry and Rode as loving 
parents. 
Beyond the marital-familial grouping, the detective . 
also has his arrangement with Walter, who in "Mbio" was 
portrayed not only as a business associate, but also as 
friend with whom Harry would spend leisure time. However, 
here in "Simu," as soon as he generates important evidence 
in the case, Walter brings Inspector Khamisi and the police 
force into the action, rather than saving it for Harry as 
might be expected both from their collaboration in "Mbio," 
and the fact that he is under personal contract to the 
private detective. Inspector Khamisi then goes on to pursue 
his own independent resolution of affairs as the detective 
lies drugged in a Nairobi hospital. Harry actually has to 
track Khamisi down in order to begin the process of learning 
his associate's role in the resolution of the case. He 
calls him at his office first, and finds that Khamisi is not 
there--he is at court, on their case, and must be called 
there. After finally getting Khamiai's report and learning 
that he himself must come down to testify, Harry tells 
Khamisi that Rukia and Dr. Martin are also with him and 
could offer valuable testimony, but the inspector replies 
that he already knows--the Nairobi police had called and 
told him. Incidentally, when Harry makes his call to 
Khamisi's office, it is the first and only time in a Mwagojo 
story,where a telephoning doesn't go smoothly: "Huko simu 
yanguruma kwa muda bile jawabu lolote. Heade ya dakika tatu 
sauti yajibu..." (There (at Khamisi's office) the phone 
rings for a while without any answer at all. After three  
minutes a voice answers) (part four; emphasis mine). Given 
the contrast with Mwagojo's typical portrayal of the 
brother-in-law] (part three). 	Incidentally, 
	go Jo 
consistently uses shemegi instead of shemeji for "in-law." 
Asha is not mentioned in this 
4 
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ubiquitous phone call, this image which is in sharp contrast 
to the norm serves to emphasize Harry's isolation from the 
group'prior to undertaking the process of being 
reintegrated. 	This he accomplishes first through 
listening to the reports of his team members and learning 
how they have made use of his groundwork, and then finally 
4 	through giving his on testimony in court as the last in the 
series of witnesses who are all members of the group that 
battled Hadija's gang. 	
r . 
The vulnerability of Harry Kidozi in "Simu Kutoka 
Mombasa" not only seems consistent with developments,in 
"Mbio za Wahalifu," but is even reminiscent of the other 
Mwagojo detective, Mohamed, the hero of "Mkamia Maji 
Hayanywi." In the latter story, at its climax, the 
detective was being bested in a fistfight with the anonymous 
villain, and had to be saved by his client, Yunis, and her 
iron bar. As for Harry Kidozi in "Mbio," he appeared to b. 
invincible and far superior to his police competitors, until 
the end, when the villains Anson and Andrew collaborated to 
that you'd be able to fight with Hassan and company] (part 
four); interestingly, these words echo those of Hassan 
himself in the ambush scene: "Siku nyingi umejigamba kuwa 
kachero hodari..." (For a long time you've boasted of being 
a skilled detective...) (part 3). The message is reinforcig 
as Harry gradually learns of all the measures that have but 
taken independently of him in the resolution of the case by 
305 
the other members of his group of fellow-enforcers of social 
order. 
Another element of structure which has hitherto been 
neglected in this analysis is evident in Mwagojo's thematic 
examination of the power of the word, as manifested in both 
oral (including tape recording) and written storage and 
communication of information. Where structure comes in is 
in the tendency of this author and others to use 
proverbial-type discourse as a means of organizing story 
material, whether character developments or plot movements. 
This aspect was not introduced in the preceding linguistic 
section of the analysis because the two proverbs used in 
this particular story are both translations of English 
sayings, rather than citations from Swahili oral tradition. 
Of course, the fact that Mwagojo does use these sayings in 
the same way as he and others employ traditional proverbs to 
organize narrative discourse is a highly interesting matter 
of language-use, of borrowing and adaptation. 
The first saying occurs during the meeting between 
Harry and Inspector Rukia, before the detective has searched 
Roda's room and learned about the ambush. Not yet knowing 
the specifics of the danger he faces or its personal nature, 
Harry first proposes that Marrieta will act as a decoy, and 
he will follow with a single police assistant and then 
attack the gang an soon as they ambush his wife. Rukia in 
concerned: 	"Unafikiri utafnulu? Si afadhali nikupatie 
askari zaidi?" [Do you think you'll succeed? Wouldn't it be 
better if I get You some more police officers?) (part two). 
The proverb comes in Harry's response: 
"Wajua kupika?" "Tena mans." "Na 
wahenga walisemaje juu ya upishi?" "Eti 
wapishi wengi huharibu mchuzi." 
"Fahamu hi/yo. Askari mmoja na redio 
ndogo vitatosha, hatutaki kuharibu 
mchuzi." "Nakuelewa." [Do you know how 
to cook? Again yes indeed. And what 
did the elders say about cookery? Well, 
too many cooks spoil the broth. Think 
it that way • One cop and a small 
will be enough, we don't want to 
the broth. I understand you. 
The relevance of this saying to the preceding discussion 
of 
the theme of solitary, individualistic action versus a 
cooperative group effort is that the wisdom of the oral 
tradition is cited as reinforcement of Harry's independent 
approach: rather than simply quoting it, the saying is . 
(wahe.nga.) said." With ell 
about 
radio 
spoil 
introduced as "what the elders 
the narrative events that exemplify one course or the other. 
with all the character reflections on which course of 
action, individual or group, is the best, the solitary 
heroic side of the debate ends up being illustrated by 
306 
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reference to proverbial information. Ironically, the kind 
of information storage and retrieval mechanism represented 
by the proverb or other type of aphorism depends on a 
commonality of experience as well as a communal effort to 
keep the wisdom derived therefrom in circulation. 
The other saying used in "Simu" first appears in the 
ambush scene where Harry and Hassan exchange words. 
It is 
While Asha gets ready to drug Harry, Hassan tells him the 
is referred to again in the closing sentences of the story. 
replayed as secretly recorded evidence in the courtroom, and 
gang's plans. Harry responds: "Kumbuka kuwa uhalifu 
haul ipi cho chote." "Huo ni memo, sharti uutimize," asema 
Asha.... [Remember that crime doesn't pay at all. That's 
a 
saying, you have to make it come to pass, says Ashal (part 
three). By saying kumbuka [remember], Harry conjures a 
known, accessible body of traditional communal wisdom; 
Aaha's rejoinder is an interesting, analytically significant 
commentary on its employment. 
In the courtroom, after first giving the defendants 
their say and hearing them then deny their crimes in the 
face of the overwhelming evidence against them presented by 
the series of witneases for the prosecution, the judge 
replays Marrieta's secret tape recording from the ambush. 
He begins at the previously-quoted part where Hassan talks 
motivation behind the attack on the 
detective: "umejigamba kuwa kachero hodari" [you've boasted 
about the gang's 
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about being an able detective), and cuts it off at the end 
of Asha's comment. Then the judge adds his commentary: 
"Baai asemo umeshatimizya na kuthibitishwa kuwa uhalifu 
haulipi chochote." ISO the saying has been fulfilled and 
proved that crime doesn't pay at all) (part five). The 
scene is reminiscent of Mwagojo's first short story examined 
here, "Chombo cha Kushika Maneno." The tape-recordings 
featured in these two stories are used more as devices to 
shame than as essential evidence to prove a case. In both 
of them, guilt has already been established; public self-
incrimination by means of the secretly-gathered words of the 
guilty is part of sanction by the social group. 
In the closing scene of the story, where the saying 
again is cited, Harry congratulates Joyce on her 
4 professional skill, then proposes they go dancing at the 
Cave Night Club "nione ujuzi wako. Katika rumba kama ni 
sawa na wa kazi" (so that I can see your ability. In the 
rumba if it's equal to that of work). Her answer begins d4 
vivid concluding scene: 
"Hapo utanichoka Harry" aniambia na 
kutabasamu. Sote twasimamn on 
kuangaliana. Kwa ghafula twakumbatana 
na kupeanza (sic) nyama za ulimi. 
Mikono yangu yakishika kisogn chake na 
kwa vile changu kins jeraha. Mikono 
! 	I t 
yske aizungusha katika kiuno changu on 
kunipapasapapasa hadi mabegani• '((we Ii 
mambo yakiwa hivi huko Cave, 
nitakuchoka. Ushanithibitishia kina 
Asha kuwa uhalifu haulipi chochote wala 
sio msemo tu kama walivyofikiria" 
namwambia Joyce baada ya kupeana busu. 
['There you'll get worn out by me Harry' 
she tells me and smiles. We both stop 
and look at each other. Suddenly we 
embrace and give each other 'meats of 
the tongue.' My hands hold the nape of 
her neck and because of how mine has a 
wound. Her hands she wraps them around 
my waist and caresses me to the 
shoulders. 	'Really if things are like 
this at the Cave I will get worn out by 
you. You've already proven for me to 
Asha and company that crime doesn't pay 
a bit and that it's not just a saying as 
they thought about it,' I tell Joyce 
after giving each other kisses.) (part 
five) 
There are several resonances within this passage. There is 
the exchange of the meaningful glance--which may be a 
11' IIMEr 	- 
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cinematic element, a textual version of the "reaction shot" 
where the camera's attention alternates between two actors 
to capture their facial expressiona; in any case, as 
mentioned in the analysis of "Mbio," this is a recurring 
feature of Mwagojo's narrative style. The mention of 
Harry's wound, on the kisogq [nape of the neck/back of the 
head], which is in the same spot as his wound in "Mbio," 
evokes the memory of that preceding narrative, 
This passage is a mixture of the physical and the ,• 
abstract, and the mention of the wound' is also one more 
item, along with the kisses and caresses, that goes into the 
construction of an undercurrent of body imagery in this 
scene. It also recalls the ambush scene, which was also a 
reasonably elegantly structured combination of physical and 
abstract imagery that could be examined in more depth: 
plotting out the choreography of the various bodily assaults 
which occur in that scene, and matching them to their 
characters, who in turn represent various social 
organizational units already noted to be structurally 
significant in this analysis. Returning to the theme of the 
power of the word, as portrayed in the concluding scene 
here: this is another incidence, a most intense one, of the 
physical corroborating the verbal, the word made flesh, so 
to speak. 
Asha had thrown out the challenge to -timiza (fulfill) 
the saying that "crime doesn't pay." The judge uses the  
311 
same word as he indicates resoluticn, along with the 
evocative -thibitisha (provej. Harry uses the benefactive 
extension of the latter verb in the concluding lines of the 
story. It is possible then to visualize an abstract level 
to the narrative, a verbal conflict- resolution line running 
through it which is woven into the imagery of physical 
confrontation. The challenge-proof process seen in the uae 
of -timiza is one example; another is the use by both the 
hero Rukia and villain Hassan of the same word, umejigamba 
(you have boasted], as they criticize the detective hero. 
To the extent that he has boasted—whether because of 
overconfidence or because he wants to work 
independently--Harry himself has contributed a challenge. 
It gets both a verbal and physical response in the 
development of the narrative. Harry and company find 
themselves, in a sense, battling a structure of words. 
While the gang has actually murdered someone, this crime is 
not the focus of the narrative conflict. The corpse is a 
device which enables the gang to construct an elaborate 
verbal crime, the frame-up of Roy. If all goes according to 
their plan, the law--another pool of communal wisdom which 
is primarily verbal--will be perverted, its power will be 
turned to the execution of Harry's partner. The hero will 
be put out of action in such a way as to just miss his 
chance to save hi a friend--with words--in a court of law. 
Hadija describes the consequences of this when, in the 
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heading to her instructions to Rods, she uses the word 
kumuangamiza  [to utterly destroy him] in reference to Harry. 
Even within the scene, there is another brief structure of 
challenge-proof which is along these lines of combining the 
verbal with the physical: the use of utanichoka/nitakuchqkg  
[you will tire of me/I will tire of you] as a frame is a 
very physically evocative image. 
Proverbial wisdom in a sense purports to predict 
accurately, or to guide correctly, action which has yet to 
take place. It could be the actions and events of everyday 
life, or it could be narrative reality, as it is with . 
writers like Mwagojo who use proverbial discourse as 
structural foci. Not that the use of fixed, traditional 
literary figures like proverbs necessarily entails 
developing and resolving a narrative in a consequently rigid 
4 fashion. It is rather a situation where, once quoted, the 
communal experiences and beliefs that hove clustered around 
such usages ere evoked. Definite expectations are rained, 
and must therefore either be corroborated, or else paid 
homage in their violation. The author has already 
undertaken the task of creating a world and its characters 
out of words, and injecting proverbial material into 
narrative is a way of adding this image-power of 
concentrated experience and belief. Presumably, the desired 
result o: this strategy, in combination with all other 
literary artistry the writer employs, is that the story thee 
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"sio msemo tu" [is not just a saying]; ideally, it has some 
kind of reality through persistence of existence in the 
minds of readers, and some kind of power in their everyday 
lives. 
The rather detailed examination of this first serial of 
Mwagojo's to follow "Mbio za Wahalifu" was intended both to 
corroborate the analysis of the preceding chapter, and to 
demonstrate the similarities, whether in style or in 
thematic exploration, between "Simu Kutoka Mombasa" and all 
the author's earlier stories. A similar exhaustive 
accounting of the re-iding of the remaining story to be 
considered here, "Lemba la Ukoka,* though it might produce 
even more interesting analytical musings, is nevertheless 
not necessary for the purposes of reinforcing the 
close-reading methodology already proposed and illustrated. 
Therefore, in the examination of "Lemba," the analytical 
emphasis will be more on tracing the author's narrative 
structuring, with the idea that a reading of this type can 
demonstrate Mwagojo's expansion on the themes which seem to 
recur in his stories, and maybe even reveal what seems to 
represent "development" in his authorial vision. 
The title of this story (The Straw Turban] (55a-k in 
Appendix 2) 9 seems to be an amplicativei 0 version of the 
expression kilemba cha ukoka. In addition to "turban" and 
"gratuity" the Johnson dictionary offers a definition of 
kilemba as follows: 	"(3) also, fig. reputation, praise, 
011111111•1111111113111 11114-111M 
311 
- 
	
e.g. alimpi 	kilemba 	ukoka [lit. s/he 'hit' him/her 
turban of straw], he praised him falsely, flattered him, 
made him think himself an important person, &c." The idiom 
is found in the Kiswah,ili Sanifu dictionary under the 
definition of ukoka: "nyasi zinazotambaa ambazo hupendwa 
sans na wanyama wacheuao: Vika kilemba cha - (ms) spa mtu 
sifa asizostahili." ta creeping type of grass which is 
enjoyed by ruminant animals: crown with a turban of - 
(idiom) give a person praises/reputation s/he doesn't 
deserve]. Shaaban Farsi cites the expression without a 
reference to the turban's material: "Kuvika kilemba to 
flatter someone. Wacha kumvisha kilemba na umwambie ukweiti 
Stop flattering him and tell him  the facts.''' 
These glosses are at a slight variance from Mwagojem, 
usage. As mentioned previously in the discussion of his" 
story "Ujanja wa Omar Wafanya Wezi Stadi Kunaswa na Polimi 
the term was used in reference to the hero's performing ' 
undercover work: 
...anaweza kuwasaidia polisi kukimaliza 
kikundi cha uhalifu. 
Banda ya kukata shauri alikwenda kituo 
cha polisi na kumwarifu mkuu wa polisi 
kuua yeye ataficha "Lembo. is Ukoka," 
Mt, 	 kikundi hicho cha wahalifu kinacho- 
wasumbua wananchi. (...he can aid the 
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police in putting an end to the criminal 
gang. After deciding he went to the 
police station and informed the chief of 
police that he will hide (as) "A Straw 
Turban," (in) that gang of criminals 
that was tormenting the citizenry.] 
In the serial story under consideration here, the term is 
used slightly differently, more in the sense of "defraud" 
and "deceive." Coincidentally, -lemba as a verb carries 
those very denotations. Rather than making an amplicative, 
Mwagojo may instead be making a connection between the noun 
and the verb. In any event, the idiom's repeated use 
throughout the story gives it a structural significance in 
the narrative, a matter which will be explored further 
below. 
First, the physical facts: the serial is in eleven 
parts; they total about 14,450 words, for an average of 
about 1,300 words per installment. Part ten is by far the 
longest, at about 2550 words; on the short end, part six is 
950, and the final installment only 600. There is a notable 
layout error in part ten: paragraphs 30 through 44 should 
actually have appeared between paragraph.) 13 and 14. There 
are no cartoon illustrations, but there is ! . he usual wealth 
of interesting news and advertising material on the story 
pages which would affect a reading. 
Perhaps only two 5;uch items really demand mention here. 
for their direct relevance to the present analysis. The 
first is a news feature, "Jinsi Sin i ya Hariri Ilivyo-
tobolewa" (How the Secret of Silk Was Revealed], which 
appears on the same page as the first installment of "Lamb* 
la Ukoka." Just as part one of "Simu Kutoka Mombasa" 
.0 	happened to be accompanied by an historical narrative (the: 
survey of East Africa starting from the first century), the 
item accompanying "Lemba" is in the nature of popular 
history. The story, set 4,500 years in the past, an accous 
of trickery and deception in the acquisition of the raw 
materials and techniques of the silk-production induntry,i, 
reads like a summarized oral narrative, though it may be 
factual. In any case, an a sort of trickster tale, it ces; 
4 be read as a commentary on the fiction it appears with, II 
kind of story-within-the-story, even though this opport7 
is the result of accident or coincidence. Since the rivet 
installment of "Lembo.' ends with the hero Harry Kidozi st4 
on his way to his detective agency, at that point the reel* 
! 
has only the title to suggest the nature of the case he ,(01 
encounter at his office, and which will constitute the 
conflict of the narrative. The historical tale about 
stealing the materials and secrets of silk production 
therefore is a coincidental hint of what is to come is t 
1 
remaining ten installments of the detective story. 
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The second accompanying extra-narrative item which 
Could contribute to its reading is an advertisement for 
Kenindia Assurance Company. Most of its text is in Swahili. 
This ad is found on the page with part one of "Lemba"; it 
reappears on three other story pages during the 
serialization. A check of the preceding years' serial-story 
pages (back to mid-1975) reveals that neither this nor any 
other insurance company had ever been advertised before this 
initial appearance with "Lemba la Ukoka." The relationship 
of this advertisement to the narrative is the fact that the 
conflict of the story is a case of insurance fraud. 
As with the plot line of "Simu Kutoka Mombasa," very 
early in the course of his investigation of the insurance 
scam here in 
enough evidence to break the case. Mystery and suspense 
come from the detective' s  relentless pursuit of a complete 
picture of all the ingredients of the fraud, and of the 
exact function performed by certain of its elements. In the 
narrative, again as an naide to the reader, expounding on 
the philosophy and technique of detection, Harry says: 
Bodi ye motakaa ya Andrew iliyo-
andikishwa yaani bodi la Volvo net lile 
Benz lazima vipatikane. 
Vikipatikana basi upishi utakuwa 
tayari. Ushahidi kaka ni karma upishi, 
"Lemba la Ukoka," Harry Kidozi comes up with 
.4 
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mchuzi ukikosa ehumvi, bizari an 
kitunguu utakuwaje? Hauliki na hauna 
"ladha. Basi hivyo kwa ushahidi pia 
ukikosa viungo vyake ni shida mhalifu 
kuhukumiwa. (The body of Andrew's car 
which was registered that is of the 
Volvo and that of the Benz have to be 
available. 	If they're available then 
the cuisine will be ready. Evidence 
(elder) brother is like cooking, if the 
sauce is missing the salt, spices or 
onions how will it turn out? It's 
inedible and tasteless. So for evidence 
likewise if it's short of its 
seasonings, it's hard for a criminal to 
be brought to justice.] 	(end of part 
seven) 
' 
The cooking simile applies as much to the story's telling so 
A 
it does to what is told: Harry's continued pursuit of the 
essential ingredients of the case pushes the story four 
"delicious" installments farther, and, within the plot, It 
results in the discovery of the drug crime. 
To fill out the summary of the story: 
installment serves to reintroduce the reader to Harry and 
his family. In part two, the case itself is first  
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introduced, in the context of the depiction of how Harry's 
agency has expanded and flourished. The detective also 
receives his necessary deadline: the insurance company's 
representative, Ezekiel, says that they 	have to pay off 
the policy in four days' time if Harry doesn't prove the 
accident is a fraud. 	In part three, he visits the traffic 
bureau, headed by Inspector Betty: she gives him the 
personal history of Andrew--he was a garage mechanic before 
becoming a rich gentleman farmer--as well as a description 
of the accident and of the automobile involved in it. Harry 
goes to the garage where Andrew worked, finds a cooperative 
receptionist, Line, working there, and makes a luncheon date 
with her to obtain more information. Part four has the 
detective at the motor vehicle registry, where he discovers 
that the license plate and chassis numbers of the insured 
Mercedes Benz are actually those registered for a Volvo. 
Logically, with this information Harry has solved the case, 
or at any rate now has the crucial piece of evidence that, 
in effect, relieves the deadline pressure; the rest of the 
A 
story really only involves tying up loose ends. 
In the fifth chapter, Harry meets with Line, who not 
only confirms that Andrew had switched car bodies, but had 
also solicited her for some type of fraud, the exact nature 
of which he would not describe until she consented to join 
him .  in it. She had refused, even though she was his fiancee 
and he had proposed to finance their wedding and marriage 
the entire fir. 
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with the proceeds. Harry visits the accident scene in part 
six, and in part seven, he goes on from there to the nearby 
hospita.l where the wreck's two supposed victims are 
recuperating. Andrew's passengers had been insured as part', 
of the 500,000/- policy. There at the hospital, Harry aska 
the doctor to examine a blood sample from some grass he'd 
obtained at the accident site; it turns out to be that or a 
chicken. In the discussion which follows concerning the 
presence of blood as well as certain discrepancies between 
the police and doctor's reports, the detective eventually 
gets the doctor to admit that he had been bribed by Anctirew 
to lie to the authorities. The doctor has not spent any of 
the money, however, and Harry collects it as evidence. 
Part eight opens with a group conference with Harry at 
his office, attended by Ezekiel, Inspector Betty, Inspector' 
Khamisi, and Roy. There the detective reports his progreelei 
and then with the help of Khamisi's personal connections, 
arranges to visit the bank from t.hich Andrew withdrew the 
From the insuranc ,2 company, Harry then drives to 
Andrew's farm- There he meets a female servant, Kadzo, wa 
is dissatisfied with her wages and 30 reveals to the 
detective that her boss and his accomplices are involved 1 
the drug business as well as fraud. She goes on to 
cooperate with him in the search of the grounds and show6 
him where the shell of the Volvo had been thrown in the ' 
5 
river. Harry calls in the police, along with a crane mad 
some divers. The brief final chapter describes the raising 
of the Volvo body and the official arrest of Andrew. Harry 
tells Kadzo that his secretary will be out the next day to 
pay her a reward; she tells Harry to bring it himself, that 
she has a present of her own to give him--an offer to which 
he does not respond directly. The story ends with Harry 
driving home to be with his wife Marietta. 
The story is striking just from the fact that the 
crimes which serve as the source of narrative conflict are 
both relatively sophisticated in nature, and, except from 
the point of view of the unfortunate chicken, essentially 
non-violent. The illegal marijuana business, though it is 
plausible as presented and enhances the evil of the villain, 
comes off as more or less an afterthought. If one chooses 
to follow the botanical signs in the narrative, though, it 
is possible to make semiotic connections between the "grass" 
(i.e. cannabis) and other story elements. 	In any case, it 
Is the fraud, a crime of trickery rather than force, which 
drives the story. The deception is based partly on visual 
concealment and/or transformation, but mostly on lies, both 
written and oral. As in "Simu Kutoka Mombasa," the confiict 
is basically founded on a structure of falae words, though 
this time no one has to die like Athumani did in "Simu." 
In terms of language-use, "Lemba" does not depart nuch 
from "Mbio za Wahalifu" and "Simu Kutoka Mombasa" 
stylistically, except (Cr a somewhat puzzling break from 
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first-person narration ts third-person. This is confined t-
the first three installments, and occurs in the course or 
depictini dialogue. Since these shifts all happen in the 
depiction of conversation, and at an early point in the 
serialization, their presence results in two conflicting 
effects. One is to create the sense that the author is 
still in the process of finding his narrative voice as he 
embarks on the new story; corollary to that is the 
impression that the unespected perspective shifts are gimp), 
errors on the part of the writer or his editor(s). The fAUM 
that there are thirteen instances spread out over three, 
installments does not rule that possiblity out--even more 
drastic errors of editing and layout can happen, for example 
the previously-noted misplaced paragraphs in part ten--but 
to militate against it. On the other hand. It 
were intended, say, experimentally, their 
disrupt the illusion of seamless story-tellin$ 
and only temporils, removing the hero from hl, 
role as narrator. The reader is thereby made conscious et 
the writerly process, of the artificial nature of the 
fictional world that was being portrayed by the narrative 
voice. 
Mwagojo's style already seems "distanced" to the 
•-■ 
	extent, discussed earlier, that it could be described as - 
cinematic, or visually-oriented. Paradoxically, Mwagoi0 
chooses first-person narration es his stemdard voice in um 
Harry Kidozi serials, something which could lead to at least 
the expectation of a highly personalized filtering of 
fictional reality through an individual consciousness. 
Harry as hero-narrator does in fact come across as a strong 
individual personality. But even so, his constant 
accounting for the visual qualities of his actions--for 
example, the repeated recounting of the steps he goes 
through in making a phone call—serves constantly to call 
attention to him as a iort of actor in a scene who is being 
artistically manipulated by a director. Here, suddenly 
depicting him as a third party for a while and then just as 
unexpectedly returning his first-person narrative voice to 
him has a similar effect. 
Another interesting linguistic feature that contributes 
to the structuring of "Lemba la Ukoka" is the author's 
"code-switching" to the use of English in the narrative. 
Because it is a longer story, it in not surprising that 
there are a few more occurences of characters speaking 
English in this serial than there are in earlier ones. 
Aside from the sheer number, each of which is inevitably 
striking in itself as it interrupts the narrative flow, the 
quality of these usages is such that the logic of the 
character's motivation for switching seems more evident than 
was perhaps the case in many of the shifts to English 
portrayed in the author's earlier stories. The effect in 
any case is to set up a situation of access to and command 
it does seem 
these shifts 
effect is to 
by suddenly, 
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her doing so, and the reader who understands the usage, , s11 
thereby share in this aura of sophistication. 
Any sort of injection of English into the Swahili 
narrative can appeal at this level. In "Letitia," there 
scattering of now-familiar interjections such as "bro", sad 
"bratha," and there are 
borrowings from English 
again occurences of lexical 
which might not yet be fully adoptON 1 	J., 
into standard usage. Those items can be accounted for 
almost entirely in terms of characterization or 
scene-setting. To the extent that the usages are 
■i 	
lend plausibility and verisimilitude not only to 
characterization, but even to types of action which 
presuppose, given the Kenyan setting, a specialized 
knowledge that would entail a familiarity with Engl1ah6 
Mwagojo uses English phrases and sentences in "Lemba" 
variety of such situations, to advance the action of thre 
narrative. 
Harry "slips into" English momentarily in the cquree 
successfully ieceiving one of the insurance company's 
secretaries during a phone call (part two). At the 0040 
part three, Harry had tried to get Line to go to lunch *PO 
him and give him information about Andrew. She asks hi* 
he can't wait until tomorrow, and he replies in Swahili that 
time is money. At the opening of part four, Lina and Harry 
exchange the following bantering lines in English as they 
arrange their lunch date: "Bora unilipe wakati 
wangu...mwalimu wangu wa Kiingereza alinifunza kuwa (You 
should pay me for my time.. .my English teacher taught me 
that) "Time is Money."  "Ok; make it twelve thirty and be 
punctual as death." (part four; elipsis and emphasis 
Mwagojo's). Later in part four, Harry discusses the name 
and nature of the Motor Vehicle Registry in an aside to the 
reader, to be quoted a bit later; and in the same 
4. 	 installment, the registrar's secretary announces Harry's 
arrival to her boss in English. At the conclusion of 
installment nine, after Inspector Khamisi's careful outline 
of the plan to capture Andrew, the inspector ends with the 
promise to send two policewomen to investigate Andrew's 
accomplices; Harry's rejoinder, the opening line of part 
ten, is: "Ok Boy even if you send your grand daughters 
ninachotaka ni kazi hiyo ifanywe" (...what I want is for 
that job to be done). Finally, in the same chapter, as 
Harry' explores the farm, he sees an English-language sign on 
a storehouse, which reads "Layers Mash Only"; he then 
discovers that it actually contains the contraband. He 
reflects: 
of specialized knowledge, whether learned via the 
educational system or by participation in international -
style urban popular culture. As a result, the character le 
the story who uses English, the writer who portrays his or 
ri 
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values and beliefs evoked by the English which begins the 
paragraph. 
That is, the employment of English in the last 
citation, and, for that matter, in all the other quotations 
above, could 
urbanity, of 
Story action 
be said to have created a certain tone of 
the sophistication characteristic of city life, 
takes form in modern technological, economic, 
or social-interactive practices which have developed mainly 
in the urban setting. In a Swahili story, urban-cultural 
behavior is sometimes additionally marked as such by this 
code switching, since English, especially in Kenya, is the 
language of higher education and of much of mass or popular 
culture, including especially mass-audience narrative in 
print, film and video, or dramatic form. 
Additional use of English is just one interesting 
feature of the story-telling process of "Lemba la Ukoka." 
With eleven 
he needs to 
result is a 
accompanied 
good amount 
on the part 
chapters, it is as if Mwagojo now has the room 
spin the type of tale he wants to tell. The 
fairly fascinating and well-told plot, 
by a wealth of descriptive detail, as well as a 
of characteristic reflection and philosophizing 
of the hero. These elements are of a piece with 
the author's earlier Harry Kidozi stories, but are now 
developed in greater depth. They are not just 
window-dressing, of course, for in addition to their 
contribution to the "surface appearance" of the well-told 
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what does bhang lay? It lays money, 
nice idea' (sic) aliyeandika kibao hicho 
au tuseme yule aliyeamun kuweka bangi 
ndani ya stoo hiyo badala ya chakula cha 
kuku ana wazinu wa baridi sio ule wa 
kupayuka. (...whoever wrote that little 
(sign) board or shall we say whoever 
decided to store bhang in that storage 
shed instead of chicken 'feed has a cold 
madness (wazimu) not one of blabbing). 
This last quotation is an intricate passage. First, an 
important plot-turn is depicted. Also, the narrator maktO 
an English-lanquaie play on words, but then provides 
th. 
.4  
gist of the information in Swahili, to the benefit of an, 
non-readers of English. At the semiotic 
feed (which is presumably some kind of vegetable or grain) 
represents another addition to the collection of botanieW 
signs that run through the narrative and contribute to ltO 
structure. Finally, the use of the descriptive 
ana wazimu_wa baridi sio ule 
representing a local metaphor used to describe certain 
behavior, thereby conjures the whole cluster of tradit100 
beliefs and experiences relating to the word weizimu.
11 
Image appears in sharp contrast to the "mood" of cultond 
w a . 1.92.p.LiY211c1.-1 
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The first embedded narrative in "Lembo." occurs at the 
point in the story when Harry goes to the Motor Vehicle 
Registry. At the "diachronic," or cause-effect, 
string-of-events level, he as narrator wants to explain the 
nature and function of this particular arm of the 
government, so as to demonstrate how it will help him obtain 
story, many descriptive and reflective details which 
contribute to charscterization, scene-setting, story action, 
or point of view also have a function in the underlying 
structure of the narrative. 
Another hint that Mwagojo has taken artistic advantage 
of space to work with in this longer story is the fact that 
he manages to nest three short narratives within the main 
plot line. Recall that there was one such miniature 
narrative in "Mbio za Wahalifu": . the soccer match which 
Harry and Marrieta attended. However, there was really no 
brief narrative embedded in "Simu Kutoka Mombasa!" Maybe 
the closest approximation to a parallel subnarrative in 
"Simu" would be liadija's plan, detailed in her written 
pose as a family. 
offer false testimony, and then flee to another city. 
Narratives-within-narrative can be read as serving s 
diachronic function of advancing the story by describing 
commenting on certain plot-turns. They can also acquires 
synchronic value insofar as their components are read as 
signs which can be readily and plausibly linked with the 
resonances with a number of 
commentary connected with the main narrative line. 
1". 	• 	raier . 
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a vital piece of evidence. So offers a brief account of a 
hypothetical fraud, where someone comes to see the reader 
supposedly trying to raise funds for Harry's funeral; the 
reader could call the registry to confirm the news of his 
death. As with the two others in this story, and for that 
matter the one in "Mbio za Wahalifu," the embedded narrative 
is presented via direct address to the reader. This gives 
it an oral narrative touch, and is also reminiscent of the 
author's earlier stories' explanatory asides concerning 
various technological wonders and intricate governmental- 
bureaucratic operations. 
As far as advancing the plot, this brief narrative 
gives the reader a succinct picture of the workings of the 
!i 	bureau. In this way it gives the unsophisticated reader an ' 
introduction to the concepts necessary to an understanding 
of the plot movement which occurs immediately after, which 
is Harry's visit to and investigation at the registry of 
motor vehicles. For readers who are already reasonably 
familiar with the workings of modern bureaucracy, the 
subnarrative provides an amusing reinforcement of, an acting 
• 
.4 
instructions to Roda, that the gang would 
semiotically-read constituents of the main story line. 
such a reading is chosen in "Lemba la Ukoka," then the t 
sub-narratives Mwagojo includes can set off a wave of 
elements of description and 
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out of, the knowledge they already possess. For both types 
of readers, this embedded story's action prefigures the 
detective's actual main story-line experience. An 
expectation as to the nature and outcome of that experience 
in the registry is built up, and is then immediately 
fulfilled in the remainder of the action of this fourth 
chapter of the serial, where Harry's actual visit is 
portrayed. 
This subnarrative can also be looked at in synchronic 
terms, that is, the reader can perceive identity 
relationships which can be set up between different plot 
movements on the basis of some type of underlying similarity 
between or among them. For example, since the embedded 
narrative is about fraud attempted and thwarted, it also 
encapsulates the conflict-resolution process of the entire 
main story-line as well. The main narrative and the 
embedded one have obviously different surfaces: the 
specific scams portrayed are distinctive, and the resolutia 
of the subnarrative's false-death story is made condition* 
on the swindler's return, unlike that of the main story. A 
process of abstraction and generalization is therefore 
assumed in this synchronic type of reading. 
However, it is precisely the ability to simultaneously 
hang onto difference even as similarity is abstractly 
identified which gives the synchronic reading its power to 
add to the aesthetic and practical information which centre 
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discovered in the experience of the narrative. The 
perception of similarity in narrative image or movement 
results in the discovery of a pattern of repetition, a 
rythm, which at the very least is mnemonic. Consciousness 
of difference allows the exploration from several different 
perspectives of what might otherwise be a monotonic message. 
The second embedded narrative concerns the history of 
the rural emergency hospital, where Andrew's accomplices are 
staying under the care of the doctor who filed the false 
accident report. After stopping at the site of the fake 
accident, a dangerous grade descent, Harry relates in direct 
address to the reader the story of a bad accident at this 
place where, following pressure by a newspaper, the 
government has constructed an emergency hospital. This 
sub-narrative may be a true story; in any case, the 
newspaper referred to is the Standard, which owned Baraza. 
True or fictional, the story serves to demonstrate the 
power of the word—one of Mwagojo's major thematic concerns, 
here specifically in the portrayal of the role of the 
newspaper in disseminating news and opinion with such 
effectiveness that the community is mobilized and a hospital 
is built. 	In this way, the fictional main story--which 
itself takes form via the newspaper—acquires a claim to a 
quality of truth about and relevance to everyday life, to 
the extent that the reader is led to connect the two 
narratives. Mwegojo had employed a similar strategy in the 
^ 
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resolution of his "Ujanja wa Omar Wofanya 
ma Polisi," where he had had the hero request that the 
fictional case be published in BnraZa, 
along with a request 
for citizen cooperation with the police. Similarly, in the 
hospital storY, the call for the help of the 
 
um 
ma (business companies of the community) in the building
, 
earlier story and raises anotheg 
exploration of 
the phrase kg, 
ialho la_watu 	
le 
teat (by means of) the sweat of peop 
passage is used a 
eventually L 
number of times within "Lemba 
leads to the third embedded narrative. 
of the phrase, a synchronic link between images is 
established. In part five, Lina, one of the detective/ 
informants, talks about rejecting Andrew's request that!, 
join him in the fraud: 
"Nikikumbuka onyo tunalopewa kuwa kila 
mkato 
moja ny i ng i kwa mara za kujipatia pesa 
ni hatia nilikatas." 
we were ("Remembering the warning 
given that each person should eat (by 
means of) his/her own sweat and that 
short cuts (njis za  mkato) to get 
-Ineself a lot of money all at once are a 
crime I refused.") 
Harry's following reply to Line's noble words is highly 
reminiscent of the congratulatory speech given by the police 
inspector in Mwagojo's earlier story, "Ujanja wa Omar." 
Coincidentally, that was also the same story wherein the 
author first uses the term lemba is ukoka; in "Ujanja," it 
was used to label the fake-crininal role Omar plays in order 
to infiltrate a gang. 	In any event, Harry makes this 
response to Linn: 
"Kama rain vote wangekuwa kama wewe, 
basi mwito we kiongozi wetu wa kuwa 
lazima tujishinde ndio tuweze kushinda 
mabaya ungelifaulu sena." )"If all 
citizens were like you, then the call of 
our leader that it's necessary that we 
conquer ourselves and then we might 
conquer evil would really be 
successful.") 
Note that there is a reference to kiongozi wetu [our leader) 
and to what is apparently a speech; presumably, this is a 
reference to the words of some address by President arnp Moi 
during the period when this serial was appearing, a speech 
Wezi Stadi Kunas4 
of the hospital 
Mwagojo's work, the important theme in  
communal effort. 
he first embedded sub-narrative, In t  
echoes the 
someone else)) which appears in that 
is Ukoka," and 
With each occure 
mtu ale jasho lake na kuwa njia ZS. 
7.MTTI.77 c. 
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whose content would be familiar to local readers. The 
will be referred to again in connection with the 
kula jasho expresnion, in both the continuing conversation 
is quoted below, and then later 
"Nasikia Andrew ni tajiri sana." 
"Ndio." Kwa nini awe na tamaa ya pesa 
nyingi?" "Sijui naweza kusema ni tamaa. 
Wangapi wana mabibi wa,Cembo nu wao ndio 
mashugn dadi wanaharibu watoto wa shule 
na maknrani wa kike afisini? 
Kuwa tajiri sio kuwa huwezi kufanya 
tamaa na mengine kitu muhimu ni 
kujishinda na kuhakikisha kuva ukiwa na 
tamaa na kitu upate kitu hicho kwa kutoa 
iasho lako sio kwa njia za mikato, 
kiongozi wetu hataki mambo hayo." ("I 
hear Andrew is very rich." "Yes." "Why 
should he have a desire for lots of 
money?" "I don't know (if) I can say 
it's desire. How many (men) have 
beautiful wives and (yet) they are 
actually sugar daddies (and) they ruin 
school children and female secretaries 
in the office? To be rich is not that 
you can't desire other (things) the 
important thing is to conquer yourself 
and make sure that if you have desire 
for something that you get that thing by 
putting out your own sweat not by short 
cuts, our leader doesn't want those 
things.") (part five, emphasis mine) 
In her speculations here on Andrew's motivations, Lina has 
managed to establish a connection between the 
inexplicability of men with beautiful wives who nevertheless 
sexually exploit schoolgirls and female secretaries, and 
rich people who are still so driven by desire for money that 
they commit crimes. This is a very important connection, 
having significance for the structure of this story, and 
thematic implications not only for this narrative but for 
the other Harry Kidozi stories as well, for it addresses yet 
another repeated thematic concern, that of sexual behavior. 
Before following that particular structural thread, however, 
It is necessary to complete the tracking of the kula jasho 
expression, in order to arrive at the embedded narrative 
(Mich gives it its force. 
Harry employs the phrase one more time in talking with 
Lina. At the beginning of part six, as he takes leave of 
her and adds another fifty-shilling gift to the hundred 
previously proffered as "bus fare" to their hotel-restaurant 
between Harry and Lina which 
in the sub-narrative itself: 
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rendezvous, he narrates: "Nampa Shs. 50 zaidi na kumwambie 
kuwa kula jasho 'alto ndio mtindo wa siku hizi." II give her 
fifty -shillings more and tell her that to eat (by) your owe 
sweat is really the style of these days.) Finally, at the 
end of part eight, and from the beginning of part nine, the 
last sub-narrative is related: the kula jasho expresei0OW 
put into the context of the story of Adam and Eve. 
The sub-narrative is presented in the context of 
Harry's haNing arranged, during the course of the plannial , 
meeting at his office, to broadcast Inspector Khamini'e 
phone conversation with the bank officer by microphone. • 
that he and the others in attendance will be able to listei 
in: 
Gumzo hilo baina ya Inspekta Khamis 
sote tumelisikia vyema. Afisi yangu ni 
afisi ya kisasa mbali na simu 
kurekodiwa. Mara Inapekta Khamis 
alipoanza kuongea, nilibonyeza chombo 
cha kutoa sauti pia gumzo hilo lilikuwa 
linarekodiwa na wakati huo huo 
tunalisikia. • 
Yote haya ni maendeleo ya binadamu is 
hasha mie nafikiri ni maendeleo ya yule 
nyoka aliyemdringanya Hawn. Hehu fikiri 
kama nyoha huyo hakumdanganya Haws nos 
hula tunda, Haws akamue(le)kea mumewe 
Adamu mengi ya yale tunayojua leo 
wafikiri tungejua? (part eight) 
Tungekuwa tuko huko bustani ya Aden 
tukila vya bure. Lakini waonaje? Mungu 
alipokasirika alimlaani Adamu akamwambia 
lazima ale dasho lake hakuna vya mkato 
(iii bustani pia naihamisha kwa sababu 
ikiwa hapa utakula tunda la uzima halafu 
mambo yatakuwa kawaida. 
Kuingia term katika uzima wa milPle 
utokwe on jasho, hivyo ni kwa hilo jasho 
la Adamu ndio kuna maendeleo yote hays. 
Hivyo ndugu sioni kwa nini Kiongozi wetu 
anaposema kiln mtu ale_jasho lake 
tusimtii. 
Yeye anasema kweli huu ni msemo us 
kale na kale. Iiciwa Mungu mwenyewe 
alikataa Adanu ale .lasho lake kwa nini 
wewe ule la mweni:nko? (part nine, 
emphasis mine). fThat conversation 
between Inspector Khamisi all of us have 
heard it well. My office is a modern 
office apart from calls being recorded. 
The moment Inspector Khamis began to 
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converse I turned on the public address 
, system also that conversation is being 
recorded at the same time we're hearing 
it. • All this is progress of the human 
race no way I think it's the progress of 
that snake who tricked Eve. Please 
consider if that snake hadn't deceived 
Eve so she ate the fruit and then led 
(?) her husband Adam (astray)' many of 
the things we know today do you think 
we'd know (them)? (part eight). We'd be 
there in the garden of Eden eating for 
free. But what do you think? When God 
got angry he cursed Adam and told him 
he'd have to eat (by) his own sweat 
there aren't short cuts this garden also 
I cause it to move away because if here 
you will eat the fruit of life (uzima) 
then things will become as normal. To 
enter again into eternal life you have  
to have sweat come out  of you, so it's 
by that sweat of Adam's that indeed 
there is all this progress. So brother 
I don't see why when our Leader says 
each person should eti, (by) his sweat we 
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shouldn't obey him. He says truly that 
this is an ancient saying. 	If (.;od 
Him/Herself refused that Adam should eat 
by His/Her sweat why should you eat that 
of your fellow man? (part nine). 
The diachronic function of all these repetitions of the kula 
jasho phrase is to offer, at each relevant plot-turn, a 
moral alternative to the impulse to commit fraud and thereby 
"eat by means of another person's sweat." In the course of 
its repetition, various images have been methodically 
associated with it—including, among other things, a speech 
by the Kenyan president. Then finally its origin in the 
Garden of Eden narrative, familiar to most "people of the 
Book" (Jews, Christians, and Muslims), provides it with its 
full narrative force. 
That force is synchronic as well. That is, each time 
the expression is used again, the reader can be reminded of 
its past occurences in the story. Not only are all those 
previous usages brought into "i'.elief against the narrative 
background, and reinforced in memory by being evoked again, 
but also the new information which comes from the current 
citation can be applied to the memory of all the past ones. 
In the process of reading this particular story 
synchronically, the task of making identity associations is 
made easy by the author's use of the same key word, jasho, 
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in every repetition. This keeps things comparatively 
obvious and simple, structurally speaking, and it is 
plausible to speculate that such a strategy is artistically 
desirable in a serial story simply for mnemonic reasons, 
since in a "natural" reading there is the weekly break 
between installments. 
As in the analysis of "Simu Kutoka Mombasa," where the 
use of proverbial discourse was traced in order to obtain* 
structural pattern, following this hula  jasho thread is to 
exercise in tracking a phrase that has a certain inherent 
power to evoke beliefs and experiences independent of its 
employment and development as a literary image within a 
particular narrative. In addition to this important 
"Biblical" expression, Mwagojo does use other proverbial - 
type material in "Lemba." In part three, Harry quotes the 
proverb "haba no habs hujaza kibaba" (bit by bit fills tht 
measure( to describe his investigative progress; it's 
repeated again in part six in a similar context. Also is 
part three, there was the previously-cited use of "waluiti 
peas" (time is money}, used by Harry in his efforts to 
induce Lina to provide the information he needs immediallir 
rather than waiting to interview her boss as she original 
suggests. The saying is then repeated by her, in Englisif 
at the beginning of part four, 
to pay her. When he does, the word is turned into deed,. 
•r 
metaphorical is made literal, real within the action Of% 
story. In contrast to the sense of urgency evoked by the 
employment of this modern-age saying, in part nine, Harry 
describes a meeting with a slow-moving bank manager, ending 
it with a familiar proverb from Swahili oral tradition: 
Ni mtu mzima, mvi nyeupe kichwani 
zaonekana ikiwa hana mjukuu ni bahati 
mbaya pengine alichelewa kuoa. Baada Ya 
salamu akiwashin sigara nami namuacha 
moshi wake umpenye vyema mapafuni, sine 
hakika. 
Nakumbuka mwalimu wangu alinifunza 
kuwa haraka haraka haina baraka. 
(He is a mature person, white hairs on 
his head are showing if he doesn't have 
a grandchild it's bad luck maybe he was 
late in getting married. After the 
greetings he lights himself a cigar/ette 
and I leave him alone so its smoke can 
reach into him well into the lungs, I'm 
not sure. I remember my teacher taught 
me that 'haste haste has no bleasing.'l 
With this bit of scene-setting and characterization, Mwagojo 
presents a character in terms of his physical appearance, 
which then is tied to traditionnl expectations of 
(grand)fatherhood and marriage. The manager's leisurely 
when she seeks to get Him 
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lighting of a cigar fits into his characterization as an 
older person, and Harry i9 portrayed as making the effort 
(namuacha  (I permit/allow/leave him]) to accord him the 
traditional respect that he deserves, rather than getting 
immediately down to business under the influence of the 
maxim "time is money." Harry's motivation is reinforced by 
the quotation of the proverb, and, interestingly, he cites , 
its source as a teacher--the tradition lives on in the 
modern educational system. 
As employed here, the main function of these sayings 
seems to be diachronic, that is, to "amplify" the images to 
which they are associated within certain plot movements. 
They can also be fairly easily linked with certain of 
Mwagojo's thematic conerns, as seen, for example, in the 
"power of the word implications of Line's personally 
productive employment of the "time is money" saying. But 
that sort of linking process is part of the synchronic 
rather than diachronic reading. 
This same qualification seens to be in order for the , 
examination of the two sayings employed in the depiction(' 
the following amusing interlude--Harry's conversation uiCh' 
the English-speaking secretary in the motor vehicle 
registry, after he has finished talking with her boss. 
However, the passage leads into a structurally important 
reflection by the detective on the public image of the ime 
enforcer: 
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Nasimama na kumunngalia msichana huyu, 
ni mrembo upande wake....Boy hapa 
niliposimama natamani niwe hapa daima, 
mafuta aliyojipaka huyu mwenzangu siyo 
yale ya nazi, hats sijui ni ya mti gani 
yanukia vizuri sana. 
Narudi mbele ym meza na sass 
tunanngaliann. Nnmwambia asante na 
mafuta uliyojipakn usiynache ynnamtoa 
nyoka pangoni. "Mbona simuoni" aniuliza 
msichana huyo. "Yule pale" namwonyesha 
kidole pembeni pembe ya nyumn. Hivyo 
ageuka nami kwa upesi natoa noti ya tano 
na kuiweks juu ya tnipu yake. 
Msichana ageuka na kuchukua gazeti 
lililo kande yake alikunja na kunipiga 
nalo. 
Teke la kuku haliumizi mwannwe. Kwa 
upesi natoka bro, pesa  zilivunja mlima 
hivyo nikikutana na mtu ye yote hata 
kama ni wewe ritual ninazo siwezi 
kuzibania. Katika kazi hii yetu kazi Ya 
ukachero na polisi wanatuogopa sana. 
(part four; emphasis mines 
Hivyo kiln ninayepata wanes naye 
humtania kunwonyesha kuwa mimi ni mtu we 
• 
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kawaida kama yeye na wewe sioni kwa nini 
ukiona polisi mbele ynko umuogope. 
Kea maoni yangu nakuambia kwamba 
usimuogape hi lo ni hakikisho kuwa 
unaishi katika nchi yenye usalama zaidi. 
Huva yuko hapo kukulinda wewe. Kila 
alindaye mwenzake ni rafiki yule 
anayeshambulia ndiye adui. (part five) 
II stand and look at this girl she's 
beautiful for her part... .Boy here where 
I stood I desire to be here forever the 
oil (perfume) which she applied to 
herself this friend of mine (mwenzangu) 
it's not that from the coconut I don't 
even know what kind of tree it's from 
that (oil) smells very nice. 	I come 
back in front of the desk and now we 
look at each other. 	I tell her thanks 
and the oil you've put on yourself don't 
give it up it's bringing the snake out 
of ita cave. "How come I don't see it" 
1 asks the girl. "That one over there" I 
point to the back corner. So she turns 
and I quickly take out a five-note and 
put it on her typewriter. The girl 
turns and picks up a newspaper that's 
next to her and folds (it) and hits me 
with it. A hen's  kick doesn't hurt its  
chick. Quickly I leave bro, money  broke  
the mountain so if I meet with anyone 
even if it's you and I have it I can't 
hang onto it. In this work of ours the 
work of being a detective and police 
they fear us a lot. (part four) So 
every time I have free time with someone 
I usually play around with him/her to 
show that I'm an ordinary person like 
him/her or you. I don't see why if you 
see a cop in front of you you should 
fear him. In my opinion I tell you 
don't fear him that is a reassurance 
that you live in a country that has 
greater peace. Usually he's there to 
protect you. Anyone who protects his 
fellow man is a friend the one who 
attacks is the one who's the enemy] 
(part five). 
The teasing of the secretary that provokes the "hen's kick" 
and the gift to her of money that "breaks mountains" are 
then to be seen as examples of the detective's standard 
procedure of putting the public at ease with the law 
e3...41r[riltrr":7,-er.v rreeekeeerfiereeere-yerieenee 
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thanks Harry in the passage where she tells him to bring UPI t 
insurance company check to her himself: 
"Xesho asuhuhi Lucy atnkuletea cheki 
yako" naye asems: "Ilete mwenyewe hates 
I 
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enforcement establishment because wenatuolopa sane [they 
fear us very much). It is precisely this fear that the 
coriupt doctor offered as his excuse for filing his false 
accident report. This issue of the role of the private 
citizen in relation to the law enforcement establishment, 
whether that is embodied in Harry, the police, or the 
kiongozi,  receives much narrative emphasis. In the 
development of the plot, first Line's and then Kadzo's 
cooperation with Harry are crucial to the resolution of the 
case. The role of the criminal is also examined for its 
negative implications in the exploration of the theme. 
Harry, for instance, in an aside puts part of the blame for 
Andrew's crimes on his accomplices' encoeraging him by 
agreeing to participate (part seven). 
Additional plot elements reinforce this theme: Harry 
promises Kadzo a reward of 1,000/- from the insurance 
company for her cooperation, and, somewhat curiously--in 
diachronic terms, but not if read synchronically--Andrew 
also bequeaths all his wealth to her as he is being led 
away. It is thin men [wealth, property] for which Kadso 
mimi nina zawadi nataka kukupa. Kama si 
wewe mali hii singeipata." 
...."Usishangee si waliimba wakasema 
umasikini si kilema?" namwambia na 
kutoka nje naufungua mlango huo kwa 
nguvu na kuvuta hatua huku nikiimba 
wimbo wa "umasikini si kilema" kwa 
mbinja. [ - Tomorrow morning Lucy will 
bring you your check" and she says: 
"Bring it yourself even r have a reward 
I want to give you. 	If it weren't for 
you I would not have gotten this 
wealth ......Don't be surprised didn't 
they sing saying poverty is not a 
handicap?" I tell her and go outside I 
close that door with force and draw 
steps while whistling the song of 
"poverty is not a handicap.") (part 
eleven) 
Mwagojo brings in the aural sensorium via the song, 
'something seen twice earlier in automobile scenes where 
Harry is playing his car radio and nodding to the beat. The 
reference to the song, which is possibly a hymn, though not 
characterized as such here, is an image of a kind of verbal 
tradition in a medium other than print narrative--as 
_ 
proverbial discourse originally 
quotes to Kadzo also ties in with one of the detective's 
reflections on another song he is whistling in an earlier 
passage: 
...nazipanda ngazi huku nikiimba wimbo 
wa dini kwa mbinja wimbo we 206. "Raha 
ndao rah a ndao (sic), dunia kuukuu 
mbinguni ndio kwa raha Flukes Yesu." 
Mimi simjui aliyekaa chini na kutunga 
nyimbo hizo zote za dini, nyimbo 539 	, 
kamn ninamjua basi ningelituma jina lake 
ken walq wanaotoa Noble (sic) Prize ili 
wamfikirie kumpatie mtu huyo zawadi 
hiyo. Wasemaje bro. 	(...I climb the 
stairs while whistling a religious song 
hymn 206. "Happiness pdao (?) happiness 
ndao the old world in heaven indeed in 
happiness lives •esus." l don't know 
the one who sat down and composed all 
those hymns, 539 hymns if I know him 
then I would send his name to those who 
give the Nobel Prize so they would 
consider him to get that person the 
prize.1 Ipart eight). 
k 
was as well. The song he 
349 
The image of Harry whistling hymn 206 here comes as a bit of 
characterization. 	It is not tied to the passage it 
immediately follows, in which he has been putting forth his 
philosophy of the rightness of cooperation with the 
authorities and the evil of being an accessory to crime. 
Then what follows this daydream of nominating the author of 
the hymnal for the Nobel Prize is all action, also 
apparently unconnected to these musings. 
A love of music and song is a distinctive aspect of the 
detective's personality; it is one more facet of the 
author's characterization of him. The repetition of it in 
characterization gives it its quality of importance over 
other traits which receive less emphasis, and thereby also 
creates yet another thread to follow through the 
structuring: the musical reference in the depiction of a 
characterizing or scene-setting image. Instances can be 
traced in the narrative just as previously Mwagojo's uses of 
botanical or sexual imagery have been mentioned as 
potentially significant patterning devices worth tracing. 
Thematically, these repetitive, rhythmic values of the 
instances of musical imagery can be linked with other images 
which, up to this point in the analysis, have been labelled 
as referencing the power of the word. 
Previously, that theme has been explored in the 
narrative primarily via reference to other written texts, 
like newspaper reportage, or to the place of literacy, the 
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of the 
educational system. Another important repositors 
power is drawn upon when Mwagojo makes use of the 
material of the oral traditions of at least three 
One is that of the mother-tongue Swahili speakers 
East African coast, another that of the members of the 
author's ethnic group (the Rabai? It is purely an 
assumption that Mwagojo is not a member of the first group, 
and that he bring!; this additional oral tradition heritage 
to his writing). The third tradition the author draws upon 
is that of speakers of modern ("time is money") 
English--which, of course, still also preserves Much ancient 
wisdom ("you shall eat by the sweat of your brow"). 
The presence of a musical code opens up the word-power , 
theme to include another medium; it is a performance art 
that is at most only partly verbal, but like text and 
aphorism is a potential source of both aesthetic enjoyment 
and valuable information in everyday life. Now the image or 
Harry behind the wheel, one of Mwagojo's stock devices to 
link plot episodes, and which also offers him the 
opportunity to reflect on two favorite topics, technology 
and local geography, with "Lemha" often includes the 
detective's listening to the radio as well. 
The author's use of what has been referred to as sesta, 
imagery also needs tracing. In quoting the passage where 
Lina connects Andrew's pursuit of unnecessary additional 
wealth with the seduction or exploitation of schoolgirls  
female secretaries by - sugar daddies - who have beautiful 
wives, the latter image—part of the sexual behavior thread 
woven through the narrative--was referred to as having 
important structural implications. It is by following the 
images of the excitation and the satisfaction of sexual 
desire that I wish to bring this analysis of "Lembo la 
Ukoka" to a close. 	In doing so, the intent is also to tie 
up, in thematic terms, the threads of other different 
symbolic systems that run through the story. In citing the 
passages which contain references to what can be typed as 
sexual stimulation and response, there will also be 
occurences of images from other symbol systems, for example, 
proverbial material, or a reference to the music-song 
medium. 
In part one, the story opens with Harry describing a 
rain shower outside as he, Marrieta, and their two children 
are sitting at the breakfast table Itheir infant third 
child, introduced in 'Simu Kutoka Mombasa, - is not mentioned 
in "Lembo"). As narrator, he relates their plans for the 
. day: 	trips to this office, the farm, and school. The second 
paragraph begins "Ni saa mom a kasorobn no redio inaporomosha 
muziki mtamu wa asubuhi. - [It's 6:45 and the radio pours oil t 
sweet morning music]: a characteristic Harry Kidozi 
time-cheek, and a scene set with radio music. The attention 
shifts to the children being readied for school by their 
nanny; finally they take leave of their mother. 
4 
352 
She is off for the day to the family' farm in the rural 
area; she will check its progress, but also, following the 
request of eldest son Alex, will greet "nyanya babu na 
wengine" (grandmother grandfather and the others); and of 
his younger brother, Peter, that "utuletee mhogo mama" (you 
bring us cassava mom]. This presentation concentrates on 
the motherly and the social in this story's opening image of 
Marrieta, and, incidentally—in the form of miulhogo-- 
represents the second instance (after ukoka in the title, 
that is) of the botanical element which recurs as a 
signature of this particular narrative's surface 
construction. The children )eave. 
Now Harry appears for the first time as an actor in t 
narrative, in the following first instance of sexual 
imagery: 
Mvun kidogo imepungua no taarifa ya 
habari nayo inaanza kusomwa na 
mtangazaji wa hike na sauti yake 
yapendeza ajabu. 
Jinsi anavyoisona taarifa hiyo ya 
habari utadhani anaimba. Banda ya 
taarifn ynnatangazwa magari yaliyoibiwa 
"Siku hizi kuna wizi wa kila aina 
jemani. Dunia haina neno lakini sisi 
wanadamu ndio ambao hatutosheki" 
:1 .53 
namwambia Marietta. (The rain has let up 
a bit and the news report begins to be 
read by a female broadcaster and her 
voice is wonderfully appealing. The way 
she reads that news report you'll think 
she's singing. After the report stolen 
cars being broadcast "These days there's 
theft of every type, folks (iamnni). 
The world doesn't have a word (I .e. no 
say-so or input) but it is we humans who 
indeed are not satisfied.] 
The depiction of th.- beauty of the announcer's voice is not 
exactly steeped in sexuality, but the fact that the author 
decides to make the news reader female, with some type of 
physically attractive quality, does seem to constitute a 
narrative highlighting. The specific characterization is 
not essential to what is arguably the main narrative purpose 
of this passage—to prefigure the story's conflict with a 
mention of auto theft—and' to accompany that preview with 
some philosophizing as to its motivation. The sexual thread 
ia also tied to the musical in this depiction, since the 
woman's voice is not only pleasing 1-2endeza), but the 
directly-addressed reader hearing it would think she's 
singing. 
MOW *air 
Towards the end of part one, Harry and Marrieta leave 
together in their car; he is going to drop her off at the 
rural bias stop on his way to .
.he office. Once in the car, 
Harry's narration looka at their relationship as man and 
woman, eventually in social-institutional terms, in a 
humorous aside to the reader: 
...Marrieta amekaa kando kisha anachukua 
pochi lake na kulifungua. Atoa poda no 
marashi akianza kujipaka akrtumia kioo 
cha motakaa.... 
Marrieta amemaliza kujirembesha na 
amelifunga pochi lake liiilojaa 
virembesho na vitu vya kila aina, 
kuvitaja siwezi.  
pochi lakini wenyewe 
jina lengine la pill 
wanaume husema ni 
lwanawake) wamevipa 
La "First aid kit: 
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itifuko we huduma ya kwanzal. 
Sababu iliyofnnya hata hivyo vibeti 
vyao wakavipa jina hilo, tukikutana 
pembe za chaki nitakueleza hapa siwezi 
kwa sababu nimeoa na kutobca siri za 
wake hadharani hasa ukiwa umeoa ni 
mwiko. 
KtiSeMa wak(e) hivi ems vile huwa 
husemi wengine ha huyo mkeo. Pia 
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mwarlarrike aliyeolewa kusema waume wako 
hi',) ama vile hadharani hawezi. Waume 
wapi atakaokuwa asema isipokuwa huyo 
mumewe? 
Hivyo ikiwa hujaoa au kuolewa kumbuka 
haya nilyokueleza ni muhimu sana. 
(parentheses Mwagojo's) 
[...Marrieta is sitting next to me then 
she takes out her purse and opens it. 
She takes out makeup powder and perfume 
and begins to apply it to herself using 
the car's mirror....Marrieta is done 
making herself beautiful and she's 
closed her purse which is full of 
cosmetics and things of every type, to 
mention them I am unable. We men 
usually say they're purses but the 
owners (women) have given them another 
name a second one of "First aid kit" 
(Bag for first aid). The particular 
reason that made them give those little 
purses of theirs that name, if we meet 
secretly (pembe za chaki, an idiom) I'll 
explain to you here I can't because I'm 
earried and to reveal the secrets of 
wives to the public especially if you're 
357 
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married is taboo. To say wives this way 
or that way usually you aren't speaking 
about others except that wife of yours. 
Also for a married woman to say your 
husbands this way or that way in public 
she's unable. Which husbands will she 
be talking about other than that one of 
hers? So if you haven't married or 
gotten married remember these things 
I've explained are very important.] 
Marrieta is making herself sexually attractive with her 
purse full of cosmetics, and mentioning this purse 
eventually takes Harry into a reflection about preserving 
the secrets between a husband and wife--the link is made to 
the social role-playing aspects of the marriage 
relationship. The way it is portrayed, in terms of first 
aid--the immediate treatment of traumatic injury--the imago 
of applying makeup takes on an aspect of the fraudulent, 14 
concealment of a supposedly gruesome sight. It now can 
seen as a parallel of sorts with the other fraud that 
constitutes the conflict of the narrative: Andrew's 
economic crime, which is attempted by means of the use ail 
variety of false surfaces and coverings, as well as spokop 
and written lies. Harry, in his mention of the secret tem 
. 	, 
for the purse. manages to reveal its purpose--at leant to 
the English literate, or to the Swahili literate urbane 
enough to understand the connotations of its translation 
which he provides--even as he denies that he will divulge 
this taboo information. The denial is still important, for 
a parallel image is being set up--between this episode and 
the one where Harry and !Ana meet--and its symmetry will be 
seen. 
After a geographical interlude in the car trip scene, 
Harry drops Marrieta off at the bus station, and describes 
her departure thus: 
...Marrieta fanaltelemka akivuka 
Kenyatta Avenue hndi upande wa pili kwa 
mwendo wa kuvutia. Sasa anaonekana 
mrembo ajabu. 
Miguuni amevaa viatu vya kupendeza 
aina ya "Swager" vilivyomkaa vyema kama 
ambaye amezaliwa navyo. Rinda unto, 
mama yangu. Nakosa 'Tanen° kamili ya 
kukueleza jinsi lilivyomkaa vyema. 
Kuthibitisha msemo wangu wavulana 
kadha wampigia mbinja. Yeye anavute 
hatua tu no kuelekea kituo cha umbels ya 
kwenda nyumbani Kaloleni, Giriamn. 
Jinsi wavulans wanavyomtamani Marrieta 
kweli nimesadiki eti mke ni_ ngup na 
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mume je? 
Wengine wanasema ni kazi na wengine 
wasema ni nyumba sasa ushike lipi? Mimi 
nakuambia mume ni nyumba. Ni wangapi 
wana kazi za maana lakini lahaula, 
maisha ya kwake nyumbani ni ovya ni njaa 
jani moja. 
Hivyo rafiki yangu wewe hats uwe 
kibarua kama mini lakini unaangalia 
mambo ya kwako nyumbani watoto 
wawavisha, hula wala na mke wamvisha, 
basi wewe }tuna neno ndio nakuambia 
kwamba mume ni nyumba. (emphasis mine) 
[...Marrieta gets out crossing to the 
other side of Kenyatta Avenue with an 
attractive walk. Now she looks 
marvelously beautiful. On her feet she 
wears attractive shoes Swager brand 
which fit her well as if she'd been born 
with them. And her skirt, mother of 
mine. I lack the words completely to 
explain to you how it fit her so well. 
To prove my saying (maemo) various boys 
whistle at her. She just draws steps 
and heads toward the stop of the buses 
that go to (her/our) home in Kaloleni, 
Giriama. Because of the way the boys 
desire Marrieta I've come to believe a 
wife  is clothing and a husband is what? 
Some say he is a job and some say he's a 
home now which should you pick? I tell 
you a man is a home. How many have 
meaningful work but God forbid, his home 
life is worthless and hunger one leaf 
(njaa jani  moja--an idiomatic expression 
of extreme hunger?). So my friend even 
if you should be a common/manual laborer 
(kibarual like I am but you take care of 
your domestic affairs your children you 
clothe them, to eat they eat (kula wala) 
and the wife you clothe her, well you 
don't have a word (i.e. you've lost the 
argument) really I tell you that ft 
husband is a home,1 
This passage concludes part one. The opening paragraph of 
the second installment seems to have been intended to be the 
conclusion of the argument Harry has raised here, a message 
to the effect that if the addressed reader disagrees, s/he 
is nevertheless wrong, and should s/he meet Harry in the 
street, the hero should be stood for drinks--tea or soda, 
since he does not use alcohol. 
•• •1111.11114W 4/1" 	1•1161111111V 	WV 	,I•CIIMMIENOMM, 
;ini r, r9:11. 
381 
-0` 
Sexual imagery is strong in the opening part of the big 
stop scene. The verb -tamani, for instance, according to 
Johnson, could be translated here as "lust after" or "long 
for" just as well as "desire." Marrieta is now typed as 
physically desirable, not only by her husband, but by the 
boys in the street who validate his perceptions. 
Again, description and characterization lead into 
revery, and in commencing that reflection, Harry makes 
reference to a proverb as his starting point: "a wife is 
clothes." This saying is often quoted with the accompanyiai . 	4 
metaphor mgomba kupalilia (a banana plant is weeding), &MI( 
the idea evoked by these two images is that of 
responsibility: a husband has to provide clothing for his 
wife, and a cultivator has to weed his/her banana trees. 
This most common usage allows the reading-in of a botanical 
image as the second half of the proverb is filled. in. An 
alternative usage of the proverb, however, is mume nrA4 ,1 
mke ni nguo [a husband is work, a wife is clothesj, 
contradicts Harry's argument that a husband is a home rattail 
than a good job (kazi ya maana). Since the proverb's 
traditional context of citation is that kazi . is the min*
providing needs like food, clothing, and shelter, in other 
words the very nyumba that Harry describes, the conflict 
P.-- between the two sides of the argument he makes in not 
readily apparent. 	It is possible to speculate that the 
traditional link between "kazi" and providing for wife 
children at home can no longer be taken for granted, and 
needs to be made explicit as a duty kuangalia mambo va kwako 
nyumbani [to look after your domestic affairs]. If this 
guess is valid, then there is an apparent link between 
Harry's perceptions here, and Lines words about 
philandering "sugar daddies": after all, they have kazi pa . 
maana too. 
In any event, as with the preceding quote that led to a 
reflection on the confidences between husband and wife, the 
sexual is here tied to the domestic, and to the social as 
well as the personal, man-and-woman obligations of the 
relationship. Also, once again a connection is set up 
between adornments which are coverings—Marrieta's shoes and 
dress--and physical attractiveness. 
It is because most of the imagery under examination 
here is expressed in terms of Harry's perceptions of various 
female characters' phyeical characterietics, and in terms of 
his reactions to them— from descriptions of beauty to a 
physical response like a kiss--that it has been labelled 
sexual. However, within this category of images might also 
be included his description of Ezekiel upon their first 
meeting (part two). 	It is again a matter of physical 
attractiveness, particularly characterized by a covering 
adornment that simultaneously conceals—here, presumably. 
Ezekiel's simple humanity, As opposed to his economic and 
social station which in signalled by his suit--and calla 
■■■ 
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attention by advertising what is culturally defined as an 
attractive appearance. Incidentally, in this sequence, 
there is another instance of botanical imaging: in the 
course of their interview, Ezekiel also tells Harry that 
Andrew's main crop at his farm is coconut palms, and that ha 
"( is the largest supplier of palm wine on the Coast. 
Also on the topic of specifically female sexual 
attractiveness, as a feature necessitated, by presentation 
from the hero's point of view in first-person narration, it 
is not the case that Harry always views women sexually, # 
whether as sex objects only, or in addition to other aspect* 
• 
of character. There is, for instance, no hint of physical 
attraction in his narrative depiction of his children's 
fnanny, nor of two other more important female characters. • 
One is his new secretary Lucy—who is, however, explicitly; 
characterized both as someone who is a friend to joke with, 
and aa someone who is efficient at her work. The other jai 
the head of the traffic bureau of the law enforcement 
system, inspector Betty. Their relationship is easy, 
sociable--they have a soda together as they discuss 
business--but purely professional. 
The passage from part four involving the secretary It;  
tor_the Motor Vehicle Registry is the next instance of 
Harr'
. 
interaction in sexual terms; the specific reaction he datifil 
upon is her perfume, the nature of which he wonders about • ' 
botanical terms: even though Mwagojo had used a, famill.r,' 
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word for perfume, marashi, in his description of Marrieta 
applying makeup in the car, in this passage the generic word 
for oil-like substances, mafuta, is employed. The detective 
narrates: 	"mafuta...siyo ya nazi, hate sijui ni ya mti gani 
yanukia vizuri sane" the oil is not of the coconut (fruit), 
even I don't know it's from what type of tree it (the oil) 
smells very nice]. 
Harry teases the secretary, telling her the scent is 
bringing the snake from its cave: the phallic implications 
are obvious. She either just as suggestively calls his 
bluff, or naively takes him literally in this game, when ahe 
responds by asking why she doesn't see the snake. The 
possibility that this opening gambit of Harry's is not 
intended sexually is preservered in their playing out of the 
game in literal terms. Harry points, the woman turns, and 
he uses the opportunity to slip a five-shilling monetary 
present to her. She responds by hitting him with a folded 
newspaper. But then here, as earlier in Marrieta's scenes, 
a description of a woman's p!lys!eal attractiveness leads to 
a philosophical aside to the reader. The motivation of the 
teasing game--breaking down the barriers between law 
enforcement agents and the general public--is presented, 
reinforced with two proverbial citations. 
Then, in the opening part of the fifth installment, 
Harry has his luncheon date with Line. At the conclusion of 
part three and in the opening paragraphs of part four, when 
34. 
	 AS, 
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he had first encountered her, on the job at Dogo Dogo Motors 
where Andrew erica worked, description and discussion were 
business-like. In that first meeting, when Harry is trying 
to convince her to meet his for lunch later so that he can 
interrogate her about Andrew, he tells her 
"Mimi si polisi lakini polisi ni 
shemegi zangu hivyo sidhani katika 
ulimwengu huu kuna mtu anayependa 
shemegie apate tanbu." 
"Hakuna wa kwanza ni mimi." "Vyema. 
Hivyo ukikataa kushirikiana nami shemegi 
zau (sic) atanisaidia." ("I'm not a 
police officer but the police are my 
111- 	
in-laws so I don't think in this world 
there's a person who likes for his 
in-law to get trouble. "There isn't a 
first one (who) is I." 	"Fine. 	So if 
you refuse to cooperate with me my 
in-laws will help me.'l (part four) 
This characterization of his relationship with the polieg , 	. 
that between in-laws subtly directs attention once agAln ,40 
1 
the exploration of this theme of the social institution øf 
marriage. It is, for instance, reminiscent of the we', 14 
had eventually attached broad reflections on marital du0 
.■■••• art • ■••••••11,MIS•3117.1=1/ 
and obligations to his portrayal of Marrieta, a portrayal 
which had begun as a personal look at her as an individual. 
However, when Harry and Lina finally do meet at the 
hotel restaurant, the detective's first descriptions are now 
presented in personal terms, and the business-like mood of 
the earlier Dogo Dogo Motors scene shifts accordingly to a 
leisurely appraisal of the woman's physical attributes as he 
approaches her: 
Sass ndio namuangalia vizuri msichana 
huyu. Nikianzia juu nywele zake 
zimesongwa msongo wa kisasa wapendeza. 
Utadhani kuwa kuna majongoo juu ya 
kichwa chake. 
Masikio yakc ni madogo lskini kiasi, 
yamefanywa kuonekana maridadi na vipuli 
vya korosho alivyovivaa, pua yake ni ya 
upanga na macho yake at kiusi kope zake 
amezipaka wanja, surevyake ni duara. 
Mdomo wake wa chini ni mnene kuliko we 
juu, kitu kinachomfanya aonekane mrembo 
zaidi ni shingo lake lisilo refu na 
kifuani matiti yamejaa kama mkungu wa 
ndizi. 	(Now I actually take a good look 
at this girl. 	If I start at the top her 
hair has been braided in modern and 
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attractive plaiting. You will think 
that there are millipedes on her head. 
Her ears are small but regular, they 
have been made to appear good-looking 
with the cashew-nut earrings that she's 
wearing, her nose is sword-like and her 
eyes are regular to their lashes she's 
applied mascara, her face is round. Her 
lower lip is fuller than the upper, a 
thing that makes her appear more 
beautiful is her neck which is not long 
and on her chest her breasts are full 
like a bunch of bananas.] (part five) 
• Harry makes plain her attractiveness to him, and he notes 
both the natural and the cosmetic in her appearance. In Owl 
passage that follows, Lina tells Harry valuable informatioll 
about her ex-fiance Andrew, and in the course of the 
conversation the sugar daddy analogy is presented and the 
central proverbial expression hula jasho is first put inW 
context. If the reader is familiar with the detective's la 
womanizing 6,aracter, a certain expectation that he will 
make a sexual advance to Line is created an soon as he ts.te.,..; 
the trouble to describe her appearance; however, her wortle i 
lo--, 
in the same •cene about men cheating on their beautiful  
wives, as well as the thrust of the kula jasho argument, 
seem to set up an immediate obstacle to that possiblity. 
After their meeting, Harry gives Lina a ride back to 
Dogo Dogo Motors. On the way, in the midst of a meticulous 
description of their itinerary--a typical demonstration of 
his knowledge of the streets of Mombasa--Harry relates: 
...nakanyaga mafuta pole pole na 
kuifungua radio, kipindi cha salamu 
chaendelea na muziki unaoporomosha kaka 
wee unanifanya nichezeshe kichwa pole 
pole. 
Lina anatabasamu na kuchukua pochi 
lake na kuliweka juu ya mapaja yake. 
Alifungua na kuanza kujirembesha. 	(I 
step on the gas slowly and turn on the 
radio, the (listeners') dedications 
program in on and the music that's 
pouring out (elder) brother you it makes 
me slowly nod my head to the beat. Line 
smiles and takes out her purse and puts 
it on her lap. She opens it and begins 
making herself beautiful.] (part five) 
With this brief two-image sequence, the parallel between the 
story's opening depiction of Marrieta and that of Lina here 
is now complete: both scenes opening with radio music, and 
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this one closing with Line's duplication of Marrieta's 
earlier makeup-application during a car ride with Harry. 
This last physical-pictorial association of the two women 
recalls their other similarities in appearance and behavior, 
and in this way bringa their roles, whether as individual 
narrative characters or as representatives of social 
relationships, into comparison. 
In musing about his marriage to Marrieta, Harry has 
discussed the husband's obligation to keep secret his wit .** 
use of cosmetics to alter her appearance and make herself 
physically attractive. Now Liam is presented in an 
anti-marriage relationship with Andrew, one which would hont2 
required that she join him blindly in a swindle, which wail 
to have financed their married life together. Instead, ph, 
eventually reveals Andrew's appearance-altering secrets to 
the detective--and to his "in-laws," the police. 
Andrew in fact is later seen to have found a woman to 
replace Line in his plans: Rose, one of the false acoideo ,•!.; 
victims. At the crash site, along with the grass covered 
with chicken blood, Harry finds a medallion with the words 
"wangu we daima Rose, pokea zawadi hii kutoka kwangu-- 
Andrew" (mine forever Rose, accept this gift from me--' 
Andrew) (part six). This is another "marriage" that can 
read in juxtaposition with that of Harry's. Though it ti 
not developed in the narrative, enough of the story of' . 1 
Andrew and Rose's relationship is stated and implied to 
offer a polar opposite of the detective's marriage. Rose 
not only participate q in the fraud, but also, as Kadzo 
informs Harry later, is involved with the marijuana business 
at the farm. Rose La culpable, according to what Harry has 
told the reader aboo his view of accomplices to crime, but 
on the other hand, within the marriage-type relationship 
between Rose and Andrew, the medallion gives evidence of 
their love. The relationahip also implies trust—including 
a collaboration to corweal marital secrets from outsiders-- 
which, among other things, this story seems to be exploring 
in its oblique way. 
Another marriage relationship appears in the story, and 
can be read as a parallel with Harry and Marrieta's: that 
of Adam and Eve, which was related in the sub-narrative 
which finishes part eight and begins part nine. In Harry's 
version of the story, very little of the familiar recorded 
narrative is used: the snake tricked Eve, she ate the 
fruit, and then she explained to Adam "many of the things we 
know today"--a reference to "the snake's technology"--things 
like the public address system and the secret eavesdropping 
and recording apparatus in the detective's office which 
stimulated him to recount the tale in the first place. 
Nevertheless, citing the story of Adam and Eve evokes 
all the other elements of it which might have gone unstated 
in Harry's narrative. But assuming that most readers are 
aware of these unstated story developments is crucial to the 
1 
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current symbol-system analysis. For instance, eating the 
forbidden fruit gave Adam and Eve a sense of shame about 
their bodies, which led to their fashioning clothes out of 
leaves; they also collaborated in an attempt to conceal 
their violation from God. Some readings of the Adam and iv* 
story even see the snake as a phallic symbol, linking the 
imagery of shame and concealment to eexual knowledge, 
custom, and behavior. The phallic snake occured in the 
scene with the secretary st the motor vehicle registry, 
place of recorded information, and so perhaps the two kinds 
of knowledge are part of a larger scheme. Such knowledge -I& 
part of the awareness that came from eating the forbidden 
fruit; it is the "knowledge of the fruit of the tree of ONO 
and evil." In other words, these elements which go 
unmentioned in Harry's version of the story are further 
examples of botanical, informational, and sexual imagery, 
here evoked rather than stated. 
In the presentation of the sub-narrative, Harry 
reflects mainly on the self-reliance and hard work 
implications of the story; that is the overt thematic 
motivation of embedding the Adam and Eve tale in the 
narrative. Continuing on from this passage, the scene 
portrays the remainder of his meeting with the other law 
enforcers. At this point. Harry has finished his work co 
the case for the day, and the next sequence is a descrirtlillikj 
of his evening: 
_n 
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Nafululiza nyumbani nikapumzike Mimi 
na bibi yangu Marrieta tupeane nyama za 
ulimi baada ya kazi hii yote nastahili 
kupumzika. 
...baada ya kufika nyumbani 
niliupitisha usingizi kwa kucheza na 
watoto wakinitupia hadithi ambazo 
wamehadithiwa shuleni hali mama yao 
akiwa annshughulika kupika chakula. 
Betide ya chakula tuliangalia kipindi 
cha mieleka katika televisheni boy! 
katika ulimwengu huu hakuna kazi rahisi 
hata kidogo na kama iko niambie nitakupa 
zawadi. 	(I proceed home so I can relax 
and my wife Marrieta should give each 
other meats of the tongue after all this 
work I deserve to relax....IAIfter 
getting home I fended off sleep by 
playing with the children an they threw 
out stories to me which they had been 
told at school meanwhile their mother 
was being occupied with cooking the 
food. After dinner we watched the 
wrestling program on television boy! in 
this world there is no easy work and if 
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story - telling and to sexual intercourse. Reinforcing the 
dramatic-narrative qualities of the wrestling image is the 
of Harry's previous actions in the sequence 
of participating in a sort f story-telling 
performance with his sons. That event in itseJf is yet 
another of the story's reflexive evccations of narrating. 
This one is a lobrid form: 	it is similar to a traditional 
oral narrative performance in 
source is the school, part of 
Finally, Harry's characterization of wrestling as hard work 
harks back to his stated motivation to exchange tongue 
kisses with his wife--as a reward for his own heavy 
labor--and thus the sexual connotations of the wrestling 
image are at least suggested again through this tenuous 
association. 
The remaining sexual 
Juu ya mnazi mmoja kuna mgema anagema 
na kwenye bustani kuna msichana 
anamwagia maua maji na mwanamume 
fact that one 
has been that 
setting and procedure, yet its 
the modern educational sYRtem. 
the narrative relate to 
the character Kadzo, who was first seen in this analysis in 
connection with ethnolinguistic conjectures about Mwagojo's 
heritage. Before Harry speaks to her in the Rabai language 
to tell her she's beautiful, he has narrated this account of 
their meeting: 
images in 
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there is tell me and I'll give you a 
prize). (pnrt nine) 
The sexual image in this sequence, that of kupeana nyama zit 
ndimi (giving one another meats of the tongue!, recalls the 
same kind of deep kiss which Harry exchanged with Corporal 
tr" 	Joyce at the conclusion of "Simu Kutoka Mombasa." He 
explains his rlans for such an encounter here in terms of 
its being a reward for bard work. In the preeeding Harry 
Kidozi serials, it had 1 , een a supposition that the detective 
had sought and found a senuaL reward for his difficult and 
successful investigstivr work in the arms of n woman other 
than his wife. 	With "Lcsiba, - Marrieta now functions as the; 
sexual reward. in addition to the roles of wife and mother 1 
1 which she has always played, and is still seen playing in 1 
this sequence. 
The wrestling program which finishes this scene nir10, 
seems to be a kind of sexual image, as well as a referenOi 
to the narrating process itself--Mwagojo's power of the tgelt 
theme. The wrestling shown on Kenyan television is the 
dramatis. 
spectacle explored by Roland Barthes in his Mythologists, 
essay on the subject. 13 In addition to the insights Bee 
A, has to offer on wrestling as a form of mass-audience dr* 
the image itself of the wrestlers grappling according 
sort of conflict-resolution plan offers a parallel to balk 
"professional" type--the popular imass-audience) 
.114 -aargri....1,-,..-1...uraavalisZtreasaii4:%iiiimaaassiiisritiormie-t;4,41.44.4:11;. .WT611' 
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anayepalilin maua. Navuta hatua hadi 
bustanini. 
"Msishangae ndugu. Mimi ni mtu wa 
kawaida. Sitoki ahern" nawaambia 
"Hamjambo?" "Hatujambo" wanajibu kwa 
pamoja. "Ja una shida gani?" mwanamke 
ananiuliza. "Mimi ni kachero. Nimefika 
hapa kikazi hivyo natumai kuwa 
mtashirikiana nami" nawaamhia nao 
wanashangaa na kuangaliana tena. 
"Hata karibu hamna, natokn mbali na 
nlmechoka. Hamuwezi kunipa kiti nikae 
au Andrew ndiye aliyewapa swirl kuwa 
msiwape viti wageni?" 
Mwanamke annkwenda ndani ya nyumba na 
muda mfupi bandaye anarudi akiwa na viti 
viwili anaviweks kando chini ya mti 
wenye kivuLi. Mti huu ni Mbambakofi. 
Mara kuku wanalia na kurultaruka katika 
nyumba moji. 
Mwanamume anaondoka na kuelekea huko 
nabakia mi-ni na mwanamke. Ni mrembo wa 
kuvutia kiasi chake, kama watu wa Rabai 
hufanya mashindano yet urembo basi 
mwanamama huyu kutoka mtaa huu wa 
Kombeni angekuwa na nafasi nzuri 
yakupata ushindi. (On a coconut tree 
there is a palm wine tapster he's 
tapping and in a garden there's a girl 
watering the flowers and a man who is 
weeding the flowers. I draw steps up 
into the garden. Both stop and look at 
me. 	"Don't be startled siblings. 	I am 
an ordinary person. I don't come from 
heaven," I tell them. 	"How are you 
(pl.)?" "We're fine," they answer 
together. "what's bothering you?" the 
woman asks me. 	"I am a detective. 	I've 
come here oa the job so I hope that 
you'll cooperate with me," I tell them 
and they are startled and look at each 
other again. 	"Don't you (pl.) even have 
a 'welcome" I come from far away and 
I'm tired. 	Can't you (pl.) give me a 
chair so I can sit or is it Andrew who 
gave you (pt.) the order that you (pl.) 
shouldn't give chairs to guests? " The 
woman goes inside of the house and a 
short time later she returns with two 
chairs and puts them side-by-side under 
a tree with shade. This tree is a 
Mahogany. All at once the chickens 
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squawk and flap around in one of the 
houses. The man leaves and heads there 
I remain with the woman. She is an 
attractive beauty to the extent that, if 
the people of Rabai customarily hold 
beauty contests then thin mother's child 
Iron this district of Konbeni would have 
a good chance of gaining the victory.] 
(part ten) 
It is then at this point that he addresses her in'Rabai, 
telling her she's beautiful, and in response "anatabasasu 
kunionyesha memo yake madogo." [she smiles and shows me het 
small teeth]. Then he starts questioning her about Andrew, 
and gets immediate and detailed cooperation. 
In addition to introducing Kadzo and giving a 
description of her physical appearance, foreshadowing of 
narrative development is accomplished when images used to 
create the scene evoke associations with earlier images sni; 
episodes. The man who is working with Nadu) is weeding, 
which recalls the proverbial metaphor about wives and 
A 
husbands. The fact that they are working in a garden, sail' 
are startled when Harry appears; that the detective tells 
them he's not from heaven; that he mildly rebukes them for0 
poor welcome, an,i anks whether the garden's owner has 
prohibited them from doing so, are all evocative of elements 
in the Adam and Eve story. 
The man in the scene also is seen to have some 
responsibility for the chickens, an image not only 
reminiscent of Adam's dominion over the birds and beasts, 
but also creatures with which Andrew has been associated. 
With these things in mind, it is possible to see even in the 
brief mention of Kadzo's companion here a type of 
prefiguring glimpse of her marriage-like relationship with 
Andrew, all read symbolically. The unnamed male worker in a 
sort of husband, thinking in terms of the both the 
proverbial image and the reference to the primal myth; this 
husband figure is then immediately associated with chickens. 
The reader has already been informed not only that Andrew 
raises these fowl, but that he has used chicken blood in the 
fake accident. 	In other words, the sequence contains signs 
which can subtly direct, the reader, from the first 
introduction of Kadzo, to think of her in terms of the 
marital theme that has been featured in the narrative from 
i ts beginning, and specifically here to view it as a 
relationship between her and Andrew. 
Kadzo informs Harry about her employer's secret, 
illegal doings. This is an interesting twist on the Garden 
of Eden motif: in the passage quoted above, Harry seems to 
be playing the role of the serpent, and Andrew of God. The 
detective aska her about Andrew's implicit prohibition to 
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welcome strangers to the garden. If she honors it, that 
will indicate her complicity in Andrew's deceptive dealings, 
but her response is to set up two chairs under a tree where 
she and the detective can talk, even though the male worker 
is still there. Only after the setting for two is arranged 
under the mahogany do the chickens call the male worker awe/ 
from the scene. Harry's task of serpent-like seduction 
takes no effort; Kadzo simply answers every one of his 
questions, even volunteering incriminating information. 
Finally the detective interjects: 
"Kwa nini unanieleza yote haya?" 
"Andrew hanilipi pesa za kutosha. Kazi 
yote hii ni Shs. 80 kwa mwezi na hataki 
niache kazi." "Kumbe" nasema. "Ndio 
hivyo hats akishikwa ni afadhali niko 
kama mtumwa" msichana huyc anamaliza. 
["Why are you explaining all this to 
me?" "Andrew doesn't pay me enough 
money. All this work is eighty 
shillings a month and he doesn't want me 
to quit work." "Wow" I say. "Yes so 
even if he's arrested it's better than 
my being like a slave" the girl 
finishes.] (part ten) 
In the original myth, it is Adam who betrays his wife: here, 
the pseudo-wife takes the role of violator of marital 
confidences. It is apparent that Andrew had trusted her to 
keep his secrets, and had even asked her to participate 
unwittingly in his trickery, as is revealed when she tells 
Harry that Andrew had had her fill a bottle with the chicken 
blood for him on the day of the fake accident. Though he 
expects this marital-type collusion from her, Andrew has not 
satisfied her financially: the proverbial injunctions 
concerning marriage roles and economics, which Harry had 
debated back at the conclusion of the first installment, are 
here seen not to have been fulfilled. 	In the end, however, 
even though she has betrayed his secrets and whatever trust 
he had in her, Andrew affirms Kadzo's wifely role as he is 
led to jail at the end of the story, saying: "kutoka leo 
wewe u bibi yangu an mali yote hii iliyo yangu ni yako." 
[From today you are my lady (wife) and all this wealth 
that's mine is yours). (part eleven). 
The single image of a man weeding flowers, read in its 
context, yielded many associations. The entire scene in 
whidh it appears is rich with botanical description. Images 
of plants, trees, and produce throughout the narrative are 
associated with both heroes and villains: even though the 
story's characters might be divided into two camps according 
to their relationship to its conflict, their botanical 
attributes do not follow a readily discernable symmetrical 
-tem- 1211111111Stir 
381 
praise, flatter" from its usual meaning, "commit fraud upon" 
from Mwagojo's usage. What all 
the stuff of transformation and/or 
Even produce is seen to function in this way, 
for the secretary's perfume makes Harry first think of 
coconuts, and Line's earrings are 
line of the story might follow the negative activities of 
physical and verbal deception and cover-up, but even so, 
Mwagojo has made the reader think about concealment in 
Positive terms as well. This viewpoint is presented right 
from the beginning of the narrative, in his portrayal of 
Marrieta applying her cosmetics to such admirable effact. 
use of sexual imager y 
concluding 
a reward in return, 
• 
the other two Harry Kidozi stories, the 
detective had ended up in bed with one woman, and in a 
passionate embrace with another, so 
that Kadzo's gawadi nataka kukups (prize 
is her sexual favors. Harry's immediate 
non -commital and musical, 
paragraphs of the story. 
though, is that they are the images have in common. 
concealment. 
cashew nuts. The main 
The final 
with Kadzo's 
installment, 
her personally. 
because, as she 
be getting the company 
conclusions of 
in the story begins 
suggestion to Harry, in the 
that he bring her insurance company reward to 
says, 
She wants to give him 
if it hadn't been for him she wouldn't 
money 0.r Andrew's wealth In the 
story 
expectation here is 
I want to give you) 
response is both 
and leads to the concluding 
the 
sasai lea I is tit' trol tr.- tit 'tic 
Si 
pattern, on the order of something like grass and leaves 
are signs of evil, trees and fruits are associated with 
beautiful and morally good characters." Nevertheless, the 
abundant presence of this type of botanical depiction, in 
the absence of any direct plot requirements, seems to be 
structurally important, even though of all the different 
plants and their products which appear in the story, only 
the ukoka of the title is constantly repeated throughout. 
. 1plant imagery and that found in the central sub-narrative efl There must be a connection between the main narrative! 
4 
the story, the Garden of Eden myth. In that story, there 
was the fruit from the tree which provided knowledge of both 
good and evil, and was even named as such. The first erten 
of its consumption was that Adam and Eve felt self-
consciousness. This is expressed in the story as shame, Old 
their reaction to the experience also takes botanical forst 
they covered themselves with clothing they fashioned out or 
fig leaves. This image of the forbidden fruit is then 
basically ambiguous, not just in name, good and evil, but 
also in effect, awareness at the price of paradise. 
There is a similar ambiguity in the tagging of nume 
other scenes in "Lambs la Ukoka" with images of flora. A' 
reading produces a consciousness of the constant emplorme101 
)*-, of this kind of imagery, yet no specific item other thius: 
that of the clearly negative "making someone wear a straw, 
turban" acquires a clear symbolic value: "give undersell's 
rir 
4 
"Usishangae si waliimba wakesema 
umasikini si kilema?" namwambia na 
kutoka nje naufunga mlango huo kwa nguvu 
na kuvuta hatua huku nikiimba wimbo wa 
"umasikini si kilema" kwa mbinja. 
Narudia motakaa yangu. Sea yangu ya 
mkono yaonyesha kuwa ni san kumi na 
mojn. Nafika nilipoiacha motakaa yangu 
bands ya dakika kumi na saba hivi 
naingia ndani na kwa mwendo wa kasi 
narudi nyumbnni. 
Namrudia Marrieta wangu WR rohoni. 
Huku radio ikiwa inaporomosha muziki 
mtamu ambao wanifanya nichezeshe kichwa 
pole pole bila mwenyewe kujua, ukawa 
ndiyo mwisho wa kiss hiki cbs "Lambs la 
ukoka." ("Don't be surprised isn't it 
that they sang and said poverty is not a 
handicap?" I tell her and go outside I 
close the door with force and draw steps 
while whistling the song "poverty is not 
a handicap." I return to my car. My 
wristwatch shown that it's five o'clock. 
T get to where I left my car after 
seventeen minutes or so I get inside and 
at high speed I return home. I return 
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to Marrieta mine of the heart/soul. 
While the radio is pouring out sweet 
music that makes me nod my head slowly 
without knowing it, and that was the 
conclusion of this story of "Turban of 
Straw."( (part eleven) 
The fact that Harry responds not at all to Kadzo's offer of 
a reward, but rather to her statement about her new wealth; 
that he slams the door as he leaves her; that he drives home 
fast; and that he then specifically mentions Marrieta. and 
calls her wan_ua rohoni (mine of the soul( all serve to 
suggest that this time, the detective will be seeking any 
sexual reward for his labors in the arms of his wife. 
The opening image of "Lemba la Ukoka" had been a heavy 
rainfall, which forced the nanny to put raincoats on the 
children, and to use an umbrella herself. The story winds 
down to an end with a vivid . water scene, the body of the 
Volvo being lifted out of the river by the crane: "Rodi 
sasa lishachomoza juu maji yanatiririka kando kando ya bodi 
hilo na kurudi mtoni." (Now the body is completely hoisted 
out water streams down the sides of the body and returns to 
the river.] (part eleven) Water forces concealment at the 
opening, and yields what is concealed at the closing. This 
symmetry is reinforced here in the concluding paragraphs by 
means of Harry's both quoting a line from a song, and 
-do 
11 
384 
succumbing to the beat of the music from his car radio on 
the drive home to Marrieta. After all, the first appearanc 
of the detective in the story had been with his family at 
the breakfast table, listening to music; now it ends with 
him driving back to them, again with the radio on. 
This closing characterization of the effect of the 
music on the detective also Lien in directly with the scent 
where he and Line are on the trip back to her job, for that 
was the other time Harry had talked l about nodding his head 
to the music coming from the radio. Here in the final 
scene's repetition of that response to the music, thereja, 
the added fact that he nods to the beat bila  mwenyewe kuila 
(without (I my)self knowing). The references to the 
music/song medium of storing and communicating information 
in the conclusion of the story give one last emphasis to the 
theme of the power of the word. Songs and hymns contain 
messages that apply to the action of the story. Music has 
the power to entertain and even to cause a kind of trance, 
state in which the listener experiences and reacts to the 
rhythm without being aware. Additionally, for a number of 
members of the primary audience of this story, East Africa* 
Swahili literates, Hymn 206 quoted in part eight, and the 
"poverty isn't a handicap" line from the song in the final 
!Pk-, 	installment, are doubtless familiar references, which would 
evoke the entire musical pieces in question, as wel 1 as 
specific contextual connotations--for instance, a particulall 
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religion's services which include singing hymns (Church of 
England?), or a certain singing star or group's music. 
Within the plotting, the music in this closing scene 
with Kadzo, and maybe also in the scene in the middle of the 
narrative with Line, also seems to serve the hero as a kind 
of diversion from pursuing the possibilities of an 
adulterous affair with one or both of these attractive 
women. The power of the word lies in its communal source; 
it is the collected wisdom of the community preserved by its 
members as law, story, proverb, or song. Sometimes the only 
way to get at a description, let alone an exploration, of 
socialized behavior--what the group accepts and encourages-- 
is by reference to one of these communal verbal and symbolic 
systems. In the narrative, even to show the hero caught up 
in the non-verbal signs represented by the structured notes 
of the radio music is still to present an image of 
participation in a type of communal behavior, the production 
and consumption of a type of art form. Harry seemingling 
tunes out of the temptation to seduce Lino or Kadzo by 
tuning into the musical medium. It is a kind of conscience, 
the soul of the society touching the soul of the individual. 
The analysis of "Lembo la Ukoka" began with the 
statement that the story was interesting because, compared 
to other stories read or scanned so far, its conflict was a 
bit out of the ordinary, not the usual violent crime like 
murder which motivates a detective story. In the realm of 
Mir 111, 	 111.4111111,1.112111, 'Homy !IF 	`11^11, V !WM/ 1,111!F N.1111,' 11111119., 	-11/ 
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Swahili-language detective fiction, this narrative about an 
attempted-fraud is therefore notable just in mimetic terms. 
It offers a rare fictional picture of a real-world problem, 
and the fact that its resolution is standard enough, that 
the forces of order triumph over evil, dces not diminish 
that sense of rarity. In "Lemba," both swindler and 
detective must have a command of a variety of information 
systems in order that they might negotiate the intricacies 
of various public and private bureaucracies. In analyzing 
Mwagojo's other works, his predilection for portraying the 
power of language and other symbolizing syatems was noted. 
Now, in this story, the very elaboration of the conflict GM 
the means of its resolution depend on the mastery of 
language's various storage and retrieval systema. 
As far as this and other Mwagojo stores were seen to. 
contain references to the ability and power to store and 
retrieve information by means of various media which are 
maintained by the community through its institutions, the$41.1 
may be characterized as reflective references. That it, tAl 
story itself is just such an instrument, with its own , 
productive and consumptive communal maintenance system. ff 
the extent that the individual and social benefits of 
	a 
literacy and the reading practice are recognized, any 
0■_. reference within the story to literacy's mechanisms--book. 
newspapers, the educational syatem--immediately also 
reflects positively on the text at hand. The role pia,04 
••• 1111r IIV 	1/1" lir ma' 	11111=111111111, 
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plotting, as opposed to simple scene-setting, by newspapers 
in "Ujanja wa Omar" and "Lemba -  is the clearest example of 
the self - referential aspect employed in demonstrating the 
power of the word to affect society. 
The author, of course, does not restrict himself to the 
print medium in the elaboration of this theme. There are 
the oral traditions of proverb and narrative, and their 
modern counterparts, the recorded word and sound. There is 
recorded music, sometimes carrying lyrical information like 
"poverty is not a handicap," information which in turn might 
have a printed form, like the hymnal that the narrator feels 
should get its author—actually probably many authors, and 
probably a few hymns even representing the remnants of the 
oral tradition--the Nobel Prize. There is television, film, 
and photography. All these information systems appear often 
enough in Mwagojo's stories that it seems clear they are of 
a similar thematic concern to him as print information is. 
Since the plot of "Lemba la Ukoka" is driven by this general 
theme, the attempted pnrisitism by the abuse of the 
information system, and since the story's sheer length 
offers Mwagojo room to develop the examination of the theme 
to the greatest extent seen in his writing, this serial 
comes off as the culmination of the author's multi-narrative 
explorations of the power of the word. 
The story also seems to represent a conclusive set of 
realizations about the nature of the marital relationship. 
4 
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Not only is there a recurring thenatic examinntion of the 
institution of marriage in Mwagojo's staries, but, as seen 
even in his earliest work examined here, "Chombo cha Kushiks 
Maneno Chatoa Sin,' the author interweaves this particular 
theme with that of the power of the word, hi a exploration of 
the communal mechanisms of information storage and 
retrieval. This blending is natural, for both are communal 
institutions. 	In fact, at is very abstract level, looking at 
marriage law and custom as society's a*.tempt to regulate 
procreation and child-rearing, and thereby influencing the
storage and retrieval of both genetic and cultural 
information, they can be seen as variations on a single 
theme. 
The institution of marriage, including familial-social 
40 	relationships created by it, is repeatedly violated in 
Mwagojo's Harry Kidozi stories. Harry commits adultery in 
the first serial, and eeems headed for it again in the 
second. Criminals form various perverted nuclear and 
extended-family marriage relationships. The conflicts of 
both "Mbio za Wahalifu" and "Sian Kutoka Mombasa" aria
partly from gangsters attempting to subvert the social 
aspect of the institution, to use the legal protections of 
marriage to further their criminal plans. In "Lenba la 
Ukoka," the villain Andrew attempts an anti-marriage with 
Lina, succeeds in doing so with Rose, and attempts to red. 
himself by means of a last resort, economic marriage. 
inheritance relationship with Kadzo. 
There are the murders and robberies in these stories 
too, but these crimes do not seem to be the focus of the 
narratives in which they function in creating the 
plot-conflict, so much as they seem to serve as settings in 
Which to examine the social institutions of order, whether 
in marital or informational affaira. A specific narrative 
examination of property rights, or the right to life without 
fear of undeserved injury or death at the hands of another, 
are certainly concerns of Mwagojo's, and such issues are 
present in all his stories examined here. But exploring the 
processes by which the forces of crime and order battle each 
other over these issues clearly gets more narrative 
development than does the detailed examination of the nature 
and the consequences of acts of violation of public order. 
The latter, in terms of its sensationalist value alone, is 
the more expected focus of popular crime fiction. 
In the plot -
confliet of "Lembei la Ukoka," Muagojo has 
reached a higher level of abstraction than that employed in 
his earlier stories. Here, not only is there no violence, 
but also neither the detective hero nor hi 
a family are under 
any direct threat from the non-violent crimes that serve as 
the story's source of narrative conflict. The bulk of the 
narrative in taken up with the portrayal of the 
investigative and law enfereement procena: habs_na halm 
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 fbit by bit fills the measure', as Harry 
characterizes it with a proverb. It is a process now 
without the distractions of the hero's personal fear or 
revenge clouding the .ssue, even though such emotions 
provided suspense and motivation in other narratives. 
Iii "Lemba is Ukoka," a synchronic reading can flow 
naturally from the diachronic development cf the story. The 
perpetration of a crime by an individual against an 
organization, and that organization'? resolution of it, 
provides a basic oppositional viewpoint from which to 
organize images, as well as clusters of images functioning 
ad units, synchronicelly. 	If in reading and experiencini 
the synchronic relationships between images and whole scenss 
the reader becomes auare of a structural opposition betwgog 
the needs and actiona of the individual versus those of thg 
community, in that equation the portrayals of marital - typg 
relationships within - Lemba" would seem to cluster around 
the individual pole, while instances of the word-power t 
would be communal by nature. Actually, marriage itself ig 
bridge between the two extremes: individuals within thit 
relationship are involved in an attenpt to function as a 
sort of community, even if at first there are only two 
However, focusing on individuals withiIal 
such narrative marrtages, especially on their 
individualistic, anti-narital acts, is the oppositional. 
extreme of the conttnuum, and it is at that point, for 
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instance, where lessons of relevance to ordinary, non-
literary reality can most likely be drawn. 
In any Mwagojo story, the group--society at large, or 
one of its sub-groups--is going to triumph over the 
individual. The subgroup may be the law enforcement 
community against the criminal, or, as was seen in a major 
sub-theme of "Simu Hotoka Mombasa," against one of its own 
renegade members, the too-independent detective, in addition 
to the criminal. The group will muster all its power 
against the individual, and a crucial aspect of that power 
is the communal information system. This may take the form 
of the quotation of traditional, proverbial wisdom against 
certain anti-social behavior, or it may be represented by 
the superior information technology of society's protectors 
and enforcers, from fingerprint detection to phone 
surveillance to the examination of an individual's personal 
records in the state's bureaucratic apparatus. 
Mwagojo's overt message is that this group power is 
benevolent. Kenyan society, of course, in not actually 
under anywhere near the Orwellian police and bureaucratic 
supervision that the author portrays in his harry Kidozi 
serials. That fictional picture, however, might even be 
characterized as an ideal, particularly if it is interpreted 
as the idealized modern, technological, urban
- society 
version of the kind of poaitively-viewed power the community 
has in traditional social life. 	Tr such an interpretation 
members within it. 
these groups, and hence the value of joining with them, the 
spouse on the one hand, and the law-enforcement partners on 
the other, is 
gradually demonstrated. These perceptions 
come not only from the comprehension of diachronic 
developments as they occur in the elaboration 
sy s tems. 
Stil j, even in this final story, there is an 
of the 
but also by means or the synchronic associations which are 
built up in the process of becoming conscious of interwoven 
image-patterns, symbol 
plot, 
•■■ I. I Irr 
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is justified, then the idea that such control by the group 
over individual behavior can somehow be pictured as 
benevolent seems to make more sense. 
The individual represented by Mwagojo's detective hero 
is portrayed as eventually accomodating himself to social 
expectations in his mnrriage and in his relationships with 
the members of his occupational i.eam. The effect of readiag 
all of Mwagojo's stories together is the sense that the 
themes currently under discussion in this analysis 
constantly recur nnd eventually are seen to undergo an 
evolutionary process. The early single-issue stories 
present then in rudimentary form, and in isolation; the ' e.,, 
three Harry Kidozi serials offer a progressive exploratioo 
In this kind or! 
On the surface, he seems to be just that, having gone 
through a necessary process of integration after an mitt 
period of individuality and rebellion. Morals, mennages 
relevance to daily life, could be constructed out of . thiol 
integration process which is explored in the individuall 
story and in the serial cycle as a whole. Adultery, for 
instance, is tempting but wrong, and so is acting too 
A 
independently in professional work; they are violation*
the social grouping ethic. The value of other members 
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aesthetically satisfying ambiguity about the detective 
hero's accommodation to functioning as a group member. This 
personal reaction of satisfaction over the narrator's 
a society where, for 
reservations derives 
example, individualism is a positive 
at least in part from participating in 
value, and the kind of state surveillance portrayed in these 
fictions is not. In any event, regardless of whether it is 
satisfying, this ambiguity can be derived from specific 
story developments, for example, in the continuing 
acknowledgement by Harry of sexual attraction to women other D 
than his wife, even though his actual behavior is now 
portrayed as monogamous. 
Probably the clearest expression of misgivings about 
the individual's being subsumed into the group comes in the 
narrator's introduction of the Garden of Eden sub-narrative. 
Harry characterizes his own elaborate surveillance and 
communications technology as "maendeleo ye yule nyoka 
of them, pursued to logical 
perception, the expectation is that by the end of "Lembo 
Ukoka" the detective has become, from the point of view •4, 
society, the ideal husband and law enforcement team-plaW 
'1 
conclusions. 
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aliyemdanganya Hewn" [the progress/development that is of 
the snake who tricked Eve], then proceeds to narrate the 
outline Of the myth itself. 	In that story, which to begin . 
with is certainly an ambiguous picture of husband and wife - 
cooperation and mutual reinforcement, it is ironic that th0 
element of oppressive surveillance centers not on "the 
serpent" but God. In the versions of the story offered In' 
the various religious texts, the sense of shame and the need 
to conceal that arise from eating the forbidden fruit are 
predicated on God's constant scrutiny. The irony arises 
from the fact that regardless of misgivings about the 
surveillance, there can be no legitimate rebellion against t 
God, just as there can be no legitimate rebellion against 
society and its institutions like marriage or other kind* Of 
economic relations. Harry ends his reflections on the Ads* 
and Eve narrative by portraying God as the epitome of the ' 
anti-parasite: "Mungu mwenyewe alikatan Adamu ale jasho 
lake" [God Him/Herself denied that Adam eat (by means of) 
His/Her sweat), Nevertheless, the means to keep such . 
parasitism from succeeding are just the kind of 
technological surveillance apparatus which trouble the 
narrator, at least momentarily—enough to link them with as 
snake. 
The infusion of this element of ambiguity into the 
otherwise strong themntic messages of accommodation to MIMI 
order adds a complexity to the narrative, and thereby 
actually contributes to the force given these thematic 
developments. To the extent that the conservative, 
law-and-order message is open to at least some question, the 
problem of monotonous didacticism is avoided, something 
which is an artistic pitfall of fiction aimed at preserving 
the idealized vision of social order. The hero's misgivings 
about his law enforcement methods, his deviations from the 
expectation of sexual fidelity in his marriage, are aspects 
of verisimilitude as far as his characterization is 
concerned. For the reader, they offer a greater degree of 
accessibilty in comprehending the personality of the hero, 
and thus more opportunity for identification with him. 
After all, in the end, in spite of his misgivings, he does 
accommodate. 
:t- 
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FOOTNOTES 
Chapter V 
'Eddie Gannet, Ndoto vs Mwendawazimu (Madman's Dream), 
(Dar es Salaam: East African Literature 3ureau, 1972); Jogaa 
is Shamba [Farm Rooster], (Arusha: Eastern Africa 
Publications, 1978); Kijasho  Chembamba [Trickle of Sweat), 
(Dar es Salaam: Tamasha Publications, 1980); Fai1iMaaIjj 
[Special File], (Tamasha, 1981); Kifo chs Kishenzi [Barbaric 
Death), (Tamasha, 19841: and Kitanzi (Snare], (Dar es 
Salaam: Utamaduni Publishers, 1984). Ganzel also 
collaborated with Hammie Rajab on a 48-page, 600-stanza 
narrative poem, Kipigp cha Fashisti Iddi Amin Dudu [The 
Strike/Blow to the Fascist Iddi Amin (large) Insect (pun on 
Dada and MAW), (Tamasha, 1979), and tvo other of his 
titles mentioned in biographical blurbs, but for which I 
have no bibliographical information, are Vipusa Mia Mbili  
(Two Hundred Rhino Horns (though vipusa also can mean 
"attractive women") and Zuhaa Uzikwe (Be Dumbfounded You 
Should Be Buried (?)). 
Some biographical information from the back covers of, 
first, Ndoto ya Mwendawazimu:  
Eddie M.S. Ganzel alizaliwa Kichangani, Morogoro 
tarehe 12 Februari, 1946. 	Alielemialiwa katika 
shule ya H. H. The Aga-khan, Morogoro hadi darasa 
la kumi na mbili. Utunzi wa hadithi alivanza 
shuleni hapo akiwa mpenda some la Kiswahili. 
Hadithi yake ye kwanza 'Tabasamu In Kuua' 
ilichapishwa katika gazeti in 'Taifa' hapo 1965. 
Mpaka wakati huu amefululiza kuyaandika hadithi 
magazeti mbalimbali ye kiswahili kama Taira, 
Nyota, Mfanyakazi na Tamasha. 'Ndoto ya 
Mwendawaaimu' ni hndithi yake ya kwanza 
kuchapishwa katika kitabu. 	(Eddie M.S. Ganzel was 
born in )lchangani, Morogoro, on the 12th of 
February, 1946. He was educated at the H.H. Aga 
Khan School of Morogoro through twelfth grade. He 
began the composition of stories there, being a 
lover of reading of 3wahi1i. His first story 
"Killing Smile" was published in the newspaper 
"Taira" in 1966. Until the present he has written 
story after story for various Swahili newspapers 
like "Taifa", "Nyota", "Mfanyakazi", and 
"Tamasha". "The Madman's Dream" is his first 
story to be published in a book.] 
and then Killigo cha Fashisti, additional material only: 
...akasoma hadi kidato cha nne na kuanguka katika 
masomo yote isipokuwa Kiingereza on Hiswahili, 
ambacho kilimpatin shahada ya G.C.E....Sasa ni 
mhariri na mtunzi wa vitabu....[and he studied up 
to form four and fell in all his subjects except 
English and Swahili. which got him a G.(eneral) 
C.(ertificate) of E.(ducation) (?) certificate.... 
Now he is an editor and writer of books...] 
2 Gerald Prince, "Introduction to the Study of the 
Narratee," in Reader-Response Criticism, Jane P. Tompkins, 
ed., (Baltimore: Johns Hopkins University Press, 1980), p. 9. 
3 James Isaac Mwngojo, "Lemba is Ukokn" pt. 10, Baraza 
(Kenya), 29 November 1979, p. 3. 
4 1.1wagojo, "Chombo cha Kushika Maneno Chatoa Sin", 
Baraza (Kenya), 18 Septemher, 1969, p. 5. 
stlwagojo, "Mkamia Maji Hayanywi", Tnifa Weekly (Kanya), 
3 October 1970, p. 9 & 12. 
6 Mwagojo. "Ujanja wa Omar Wafanya Wei Stadi Kunaswa nn 
Polisi", Baraza (Kenya) 18 October 1973, p. 7. 
i Mwagojo, 	Kutoka Mombasa", Baraza (Kenya) I, H, 
15, 22, 29 March 1979. 
E.O. Ashton, Swahili Grammar (London: Longman, 1969), p. 35. 
9 Mwagojo, "Lembo In Ukoka", BACRZA (Kenya) 27 September; 
4, 11, 18, 25 October; 1, 8, 15, 22, 29 November; 6 December 
1979. 
the original is in noun-class seven, prefixed 
with ki- and possessive concord ch-; without prefix and with 
a possessive 	the noun then belongs to noun-class five, one of whose functions is to serve as the amplicative 
version of nouns from other noun-classes. See, for 
instance, Ashton, op.cit., chapter 13. 
11 Shaaban Saleh Farsi, Swahili Idioms (Naircbi: East 
Africa Publishing House, 1973), P. 19- 
'Johnson defines the word as "madness, mania, 
hallucination, desperation, infatuation, e.g. ana wazimy, he 
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is mad." Johnson also speculates "cf. my..imu, perh. wazj 
is connected and means lit, possession by evil spirits." 
The Miswahili Sanifu dictionary makes no such connection. 
The first part of Johnson's definition of mzimu then is as 
follows: 	"spirit of a dead person, spirit of an anrestor. When a man dies he is ;aid to become a nizjmu. He has no 
body, and is thought to be able to have certain powers over 
living people, and is able to visit them with disease." As 
for the description wa baridi_ (of cold/coldnessl in 
connection with wazimu, I '.as unable to find anything 
directly relevant in the Swahili cultural studies by Mtoro 
bin Mwinyi Bakari or A.H.J. Prins. The definitions of 
baridi  in both of the above-mentioned dictionaries do, however, list denotatiDns of calm and passi‘ity in addition 
to the idea of physical sensation of cold, so baridi is an 
understandable opposition to -!ia_kupa.. -tika [of to blab) to 
describe wazimit. 	I do not know if Mwagojo's usages are his own creations, or part of his religious/oral narrative 
heritage. 
''Roland Berths, "The World of Wrestling," Mytholpg,ies  
(New York: 	Hill and Wang, 1972), p. 15-25. 
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CONCLUSION 
Deriving positive messages about social integration is 
nothing compared to the experience of exploring a whole 
range of possibilities of action, both individualistic and 
group-oriented, social and anti-social. This is the 
experience of reading the text and making associations based 
on the perception of the author's artful construction of his 
narrative. Whether or not the structures explored in this 
lengthy exegesis are always accessible in every rending of 
this author, ideally it has been demonstrated how Mwagojo 
interweaves symbol systems into the action of the story with 
an effect like that of drummers building up a cross-rhythm 
beat: 	it is possible to pick out the individual rhythm 
lines, yet the whole is more than the sum of these parts. 
Each observable pattern of symbols Mwagojo employs has its 
own degree of both frequencY,of individual occurence and 
obviousness of a given occurence's belonging to the larger 
organizational scheme. Even though this rhythm of each 
image-pattern is different, the music they make together is 
pleasing, for the different narrative patterns not only 
harmonize but interrelate in creating the structure of the 
story. If the tracing process of this analysis has been 
successful, then the intriracies of the patterns of 
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Mwagojo's, informational/communal, botanical and 
marital/sexual imagery in "Lemba la Ukoka," in all the 
artistic complexity of their interrelationships, have been 
suggested. 
After accounting for the last piece of evidence he has 
found, Andrew's blood-stained shirt, the hero-narrator 
voices a similar hope within the story in this aside to the 
reader: 
The sense of culmination and closure that comes 
reading Mwagojo's collected works and fo?lowihg his 
exploration of the themes examined in this analysis is at 
once real and artificial. It is real to the extent that the 
narrative developments which give rise to these analytical 
perceptions, as quoted and contextualized, are seen to 
constitute a cogent source for the arguments presented. 
The sense of closure is artificial in that it depends 
on viewing the stories as a closed system, and, possibly 
also, on having a bias toward seeing the evolution of a 
theme over the course of the narratives as a process of 
progression towards an authorial ideal. There is no 
guarantee that there are no other Harry Kidozi stories, even 
though the newspaper which offered J.I. Mwagojo the 
opportunity to publish them went out of business within a 
few months of the publication of the final installment of 
"Lembo. la Ukoka." The assumption, for instance, upon 
assimilating the story's closing picture of the 
hero-narrator as good husband and team player, that this 
represents the writer's depiction of some sort of an ideal 
state arises out of the perspective that this is the hero's 
final appearance, so it repreaents the author's last and 
therefore best chance to make a thematic point to which he 
has dedicated his artistry through narrative after 
narrative. This hypothesis may be more likely, but is no 
more valid, than the assumption that either of the two other 
serials presents the Author's ideal view of a given thematic 
Sidhani kerne nina kitu nilichob;.kiza 
katika keel hii kila kitu nilichoetezwa 
nimejitahidi kukikamilisha na ihiwa kuna 
kitu nilichobakiza au kusahau pia mimi 
ni binademu kama wewe na husahau ni 
kibinadamu. 	(I don't think I have 
anything T have left out concerning this 
case each thing I was told about I have 
made an effort to finish it off and if 
there is a thing I have left behind or 
have forgotten I too am e human being 
like you and to forget in human.) (part 
eleven). 
Ironically, the word Mwagojo/Harry uses for "human 
Abinadamu,  literally "son of Adam." 
m171-"Trill311"7111,2_1477.771171,171 
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development, with the last exploration functioning only to 
offer additional perspective on a given issue. 
The latter point leads here to an acknowledgement once 
again of an analytical bias in this diesertation toward the 
individual story, whether it is a single-issue work or a 
serial, motivated by the habit of approaching each text as 
jP 	finished, self-contained piece of verbal art. The detailed 
exploration of Mwagojo's collected works in this chapter is 
meant to counteract this analytical tendency, by 
demonstrating how illuminating to the reading of the 
individual work a narrative-wide knowledge of the author's 
examinations or themes present in the particular story under 
analysis can be. The Saraza and Taife_Weekly collections 
offer a number of opportunities to make similar 
multi-narrative examinations of other authors' works. It 10 
hoped that the methodology of explication employed in the 
preceding chapter and this one--to sample one story and then 
to move to the author's assembled works--offers a compellia$ 1 
picture of the literaty richness and pedagogical e A 
possibilities this Kenyan Swahili newpaper fiction has to 
offer. 
Still on the horizon are even broader ranges of 
analysis. This body of fiction needs examination from the. 
sub-generic perspective, looking, for example, at 
collection-wide examples of detective or romance or 
historical-political fiction (based on the preliminary.. 
7-147,4777,77--717":"r i 	 er".".7117 r"rr'1,71`.11. 
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survey of the stories in the collection, represented by 
appendices 1 and 2, the latter category seems to be rare). 
A comparative subgeneric study between newspaper and 
bookbound works would also be interesting, especially one 
concentrating on the writings of authors who have published 
in both of these print-medium outlets. Whether anyone ever 
pursues these questions, the present study will have 
accomplished its goals if it helps to make known the fact 
that the body of newspaper fiction published in Swahili 
represents a vital sector of the modern literary scene, and 
that these stories open up the readerly vista of 
fiction-writing in Standard Swahili, in terms of both 
quantity and quality of works available, for both the 
scholar and for the general reader. 
- 
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Appendis I: Taifa. Weekly Fiction 
The following is a listing of fiction which appeared in 
the Kenyan Swahili-language weekly newspaper Taifa Weekly  
from Aug. 26, 1961 to Dec. 19, 1981. 	A comprehensive 
collection of the issues which appeared during that period, 
which was made by the Library of Congress and recorded on 
microfilm, was the source of these stories. A few issues 
were not received by the Librnry during the period 
represented here, so some single-edition stories could be 
missing, and several serial installments were definitely not 
available (and Are ;o indicated in this catalogue). As the 
listing is basei on the Library of Congress microfilms 
currently circulating, it both begins and ends in the middle 
of serializations in progress. Taifa Weekly continues to 
publish Swahili fiction to this day. 
The main listinA is orgnsieed slpharwtically by author 
and is numbered for easy reference. Sometimes the author's 
city or town of orgin is given in the original and so is 
included here. Serialized stories receive one number, with 
installments indicated by lower-case letters (though upper 
case L was used to avoid confusion with numeral I). There 
is a total of 1325 individual listings. The story title is 
the entry on the second line of eseh listing. Each new 
title hen an English translation in parentheses. These 
translations were not repeat.sd for eAch installment of  
serialized stories, but each installment is labelled with 
the abbreviation "pt." followed by the relevant numeral. 
Entries on the next line are the date of publication 
and the Taifa Weekly page number(s) on which the story or 
serial segment could be found. It is not uncommon for 
stories or serial segments to be split during layout and 
divided among two lr more pages in Taifa Weekly. The next 
entry, "column inches", represents roughly twenty 
two-inch-wide lines per vertical column inch, about fifty 
words; the main purpose of this entry is to provide an idea 
of the length of these stories relative to each other. 
The "house cartoonist" of Taira  Leo and Taifa keekly is 
Edward G. Gitau; his four-panel comic strips are a feature 
of almost every daily and weekly issue. 	If one of Gitau's 
cartoons was included as a story illustration, this is noted 
by the use of a "plus sign" (+) just to the right of the 
"column inches" entry. The first Gitau illustration noted 
in this cataloguing was for part one sf Dodo wa Mombasa's 
"Jawabu la Swale 2angu" of Sept. 9, l961 (number 208a-d); 
ry 
mid-I969 a Gitau cartoon with a caption taken from one or 
more lines of the story had become regular feature of the 
week's fiction installment. A very few stories were 
illustrated by someone other than Gitau, and are so labelled 
within the "column inches" field. 
For reference purposes, a second listing follows the 
main one, this one organized in chronological order, 
Alw 
	 Mr W 
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containing the author's last name, the appropriate reference 
number from the main listing, and the date(s) of 
publication. 
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I. Main Listing: by Author, Alphabetical Order 
Author: Adhail, Hussein 
Title: Mapenzi ya Ghafla Yaliyoleta Kifo (Sudden Love That 
Brought Death) 
Date: Sep 11 65 
Page Number: 9, 12, 14 	Column Inches: 52 
Author: Alwenya, Bi. (Nairobi) 
Title: La Mke Shika, la Mke Usishike (Take What Is the 
Wife's [Business], Don't Take What Is the Wife's) 
Date: May 13 67 
Page Number: 10, 14 	Column Inches: 31 
Author: Anonymous 
Title: Kifo cha Mary na John (Death of Mary and John) 
Date: Apr 14 73 
Page Number: 14 	Column Inches: 20 
4. Author: Anonymous 
Title: Mwanaidi (Mwanaidi) 
Date: Apr 28 73 
Page Number: 8, 9, 13 Column Inches: 53 + 
Author: Anonymous 
Title: Mariamu (Mariamu/Mary), pt. 1 
Date: May 5 73 
Page Number: 12, 14 	Column Inches: 44 + 
Author: Anonymous 
Title: Mariamu, pt. 2 
Date: May 12 73 
Page Number: 13 Column Inches: 19 + 
Author: Anonymous (Bungoma) 
Title: Maiti Ndani Pipani (The Corpse in the Barrel) 
Date: Jan 23 64 
Page Number: 7, 10, 12 	Column Inches: 54 + 
Author: Anyumba, H.A. 
Title: Marashi Yamfanya Apokanywe Suti (Perfume Gets Him 
Robbed of a Suit) 
Date: Jan 16 65 
Page Number: 6, 12 	Column Inches: 31 
Author: Awadh, A.I. 
Title: Alihasi na Kukosa Radhi kwa Penzi Nadas (Lost Manhood 
and Missed Father's Blessing over Secret Love Affair) 
Date: Mar 11 67 
Page Number: 6 	Column Inches: 34 
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Author: Awadh, A.I. 
Title: Mpanda Farasi Wawili Huchanika? (The Rider of Two 
Horses Usually Gets Split in Two?) 
Date: Apr 22 67 
Page Number: 12, 14 	Column Inches: 36 
Author: Awadh, Abdallah I. (Mombasa) 
Title: Ailani Mbachao kwa Gagulo za Mpita Njia ( - He Gives Up 
His Old Friend for a New One Just Coming In) 
Date: Jun 24 67 
Page Number: 10, 14 	Column Inches: 54 
Author: Baka, A. 
Title: Kekka Aepuka Kunyongwa (Kekka Escapes Hanging) 
Date: Mar 13 65 
Page Number: 6, 11 	Column Inches: 41 
Author: Banzi, Alex 
Title: Saa 11 Mbaya na Njema (Eleven Hours Bad and Good) 
Date: Feb 28 70 
Page Number: 11, 14 	Column Inches: 44 
Author: Banzi, Alex 
Title: Mnajimu Moto (Moto the Fortune Teller) 
Date: Mar 21 70 
Page Number: 9, 16 	Column Inches: 36 
Author: Banzi, Alex T. 
Title: Zika Tuone (Bury [Her] and Then Let's See), pt. 1 
Date: Jan 13 73 
Page Number: 6 	Column Inches: 20 + 
Author: Banzi, Alex T. 
Title: Zika Tuone, pt. 2 
Date: Jan 20 73 
Page Number: 10, 11 	Column Inches: 23 + 
Author: Banzi, Alex T. 
Title: Zika Tuone, pt. 3 
Date: Jan 27 73 
Page Number: 10, 15 	Column Inches: 41 + 
Author: Banzi, Alex T. 
Title: Zika Tuone, pt. 4 
Date: Feb 3 73 
Page Number: 12, 13 	Column Inches: 20 + 
lie. 	Author: Banzi, Alex T. 
Title: Zika Tuone, pt. 5 
Date: Feb 10 73 
Page Number: missing 	Column Inches:  
Author: Banzi, Alex T. 
Title: Zika Tuone, pt. 6 
Date: Feb 17 73 
Page Number: 11 	Column Inches: 32 + 
Author: Banzi, Alex T. 
Title: Zika Tuone, pt. 7 
Date: Feb 24 73 
Page Number: 11, 15 	Column Inches: 48 + 
Author: Banzi, Alex T. 
Title: Zika Tuone, pt. 8 
Date: Mar 3 73 
Page Number: 10, 15 	Column Inches: 52 + 
Author: Banzi, Alex T. 
Title: Zika Tuone, pt. 9 
Date: Mar 10 73 
Page Number: 11, 12, 15 	Column Inches: 49 + 
Author: Banzi, Alex T. 
Title: Zika Tuone, pt. 10 
Date: Mar 17 73 
Page Number: 11 	Column Inches: 38 + 
Author: Baruti, Congo 
Title: Mama wa Rambo Awatesa Watoto (Stepmother Torments 
Children) 
Date: Sep 26 64 
Page Number: 10 	Column Inches: 17 
Author: Bawazir, O.A. 
Title: Mauaji ya Kichawi (Murder by Witchcraft) 
Date: Oct 10 64 
Page Number: 7, 16 	Column Inches: 47 
Author: Bawazir, O.A. 
Title: Mapenzi Haramu Yamvurugia Unyumba (Forbidden Love 
Destroys His Home Life) 
Date: Oct 31 64 
Page Number: 11, 12 	Column Inches: 54 
Author: Bawazir, O.A. 
Title: Nadhamiria Kumtoa Roho Nami Nijiue (I Intend to Take 
Her Life and Kill Myself), pt I 
Date: Dec 5 64 
Page Number: 12, 15 	Column Inches: 38 
Author: Bawazir, O.A. 
Title: Nadnamiria Kumtoa Roho Nami Nijiue, pt. 2 
Date: Dec 11 64 
..411=1=■11411.1•110.1. 	 p. ..1=1 	 NO= 
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Page Number: 51 
19. 	Author: Bawazir, 0.A Title: Majini Wagunduliwa na Kuangamizwa (Genies Discovered 
and Wiped Out) 
Date: Jan 2 65 
Page Number: 12, 13 
Column Inches: 27 
Column Inches: 68 
Title: Shimo la Magaidi, pt. 6 
Date: Aug 28 65 
Page Number: 3, 8, 16 
24. Author: Bokoboko 
Title: Mauaji Yasumbua Polisi na Kushtua Raja (Murder 
Troubles the Police and Shocks the Citizenry) 
Date: Oct 17 64 
Page Number: 15 
Column Inches: 64 
Column Inches: 34 
20. 	Author: 
Title: Apata 
Insane After 
Date: Jan 23 
Page Number: 
Bawazir, O.A. Kichaa Baada ya Kupoteza Pendo Langu (She Goes 
Losing My Love) 
65 
6 
25a. Author: Bundala, Ben M. 
Title: Asiyesikia is Mkuu (One Who Doesn't Take His 
Superior's Advice), pt. 1 
Date: Jul 21 73 
Page Number: 12, 14 Column Inches: 25 Column Inches: 50 + 
Author: Bawazir, O.A. 
Title: Kiwete Gaidi Nguvuni (Crippled Gangster in Prison) 
Date: Feb 20 65 
Page Number: 11, 12 
Author: Bawazir, 0. Title: Daktari Nisaidie Nitaadhirika (Doctor Help Me I'll Be 
Put to Shame) 
Date: Mar 20 65 
Page Number: 7, 10 
Column Inches: 65 
Column Inches: 52 
25b. Author: Bundala, Ben M. 
Title: Asiyesikia is Mkuu, pt. 2 
Date: Jul 28 73 
Page Number: 11, 13 Column Inches: 48 + 
26a. Author: Chambati, Oman i Ali 
Title: Mwito wa Kuua (A Call About 
Date: Aug 26 61 
Page Number: 7, 17, 18 Column 
Killing) [begun earlier) 
Inches: 68 
26b. Author: Chambati, Oman i All 
Title: Mwito wa Kuua, pt. ? (2nd available) Date: Sep 2 61 
Page Number: 19, 20 
Author: Bawazir, Omar A. (Tanga) 
Title: Shimo Is Magaidi (Den of Thieves), pt. 1 
Date: Jul 24 65 
Page Number: 14, 16 	Column Inches: 35 
Author: Bawazir, Omar A. 
Title: Shimo la Magaidi, pt 2 
Date: Jul 31 65 
Page Number: 7 
Author: Bawazir, Omar A. 
Title: Shimo la Magaidi, pt. 3 
Date: Aug 7 65 
Page Number: 11, 14 	Column Inches: 41 
Column Inches: 36 
Column Inches: 60 
Author: Chambati, Omani Ali 
Title: Roho Saba (Seven Souls), pt. 1 Date: Sep 30 61 
Page Number: 6, 7 Column Inches: 54 
Author: Chambati, Omani Ali 
Title: Roho Saba, pt. 2 
Date: Oct 7 61 
Page Number: 5, 11 Column Inches: 37 
27c. Author: Chambati, Omani Ali 
Title: Roho Saba, pt. 3 
Date: Oct 28 61 
Page Number: 6 
23d. Author: Bawazir, Omar A. 
Title: Shimo la Magaidi, pt. 4 
Date: Aug 14 65 
Page Number: 15, 16 Inches: 32 Column Inches: 49 Column 
27d. Author: Chambati, Oman i All Title: Roho Saba, pt. 4 
Date: Nov 4 61 
Page Number: 6, 11 Column Inches: 31 
23e. Author: Bawazir, Omar A. 
Title: Shimo Is Magaidi, pt. 5 
Date: Aug 21 65 
Page Number: 11, 14 Column Inches: 47 
23f. Author: Bawazir, Omar A. 
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Author: Chambati, Oman i Ali 
Title: Roho Saba, pt. 5 
Date: Nov 11 61 
Page Number: 6 	Column Inches: 37 
Author: Chambati, Oman i Ali 
Title: Roho Saba, pt. 6 
Date: Nov 18 61 
Page Number: 6 	Column Inches: 31 
Author: Chambati, Oman i Ali 
Title: Roho Saba, pt. 7 
P— 	Date: Nov 25 61 
Page Number: 6, 9 	Column Inches: 49 
Author: Chambati, Oman i Ali 
Title: Zara Joka (Zara the Dragon), pt. 1 
Date: Mar 24 62 
Page Number: 7, 11 	Column Inches: 72 
Author: Chambati, Oman i Ali 
Title: Zara Joka, pt. 2 
Date: Mar 31 62 
Page Number: 6 	Column Inches: 24 
Author: Chambati, Oman i Ali 
Title: Zara Joka, pt. 3 
Date: Apr 7 62 
Page Number: 7 	Column Inches: 24  
Title: Damu Iliyodhulumiwa, pt. 2 
Date: Aug 25 62 
Page Number: 13, 16 	Column Inches: 43 
Author: Chambati, Oman i Ali 
Title: Damu Iliyodhulumiwa, pt. 3 
Date: Sep 1 62 
Page Number: 10, 12 	Column Inches: 34 
Author: Chambati, Oman i Ali 
Title: 	Damu Iliyodhulumiwa, pt. 4 
Date: 	Sept. 8, 1962 
Page Number: 6, 12 	Column Inches: 42 
Author: Chambati, Oman i Ali 
Title: Damu Iliyodhulumiwa, pt. 5 
Date: Sep 15 62 
Page Number: 6, 12 	Column Inches: 40 
Author: Chambati, Oman i Ali 
Title: Damu Iliyodhulumiwa, pt. 6 
Date: Sep 22 62 
Page Number: 6, 12 	Column Inches: 48 
30a. Author: Chambati, Oman i Ali 
Title: Vita vya Kufa na Kupona (Battle of Life and Death), 
pt. 1 
Date: Dec 15 62 
Page Number: 11 	Column Inches: 20 
Author: Chambati, Oman i Ali 
Title: Zara Joka, pt. 4 
Date: Apr 14 62 
Page Number: 6, 11 	Column Inches: 38 
Author: Chambati, Omani Ali 
Title: Zara Joka, pt. 5 
Date: Apr 21 62 
Page Number: 6 	Column Inches: 22 
Author: Chambati, Oman i All 
Title: Zara Joka, pt. 6 
Date: Apr 28 62 
Page Number: 6, 12 	Column Inches: 41  
Author: Chambati, Omani Ali 
Title: Vita vya Kufa na Kupona, pt. 2 
Date: Dec 22 62 
Page Number: 6 	Column Inches: 19 
Author: Chambati, Oman i All 
Title: Vita vya Kufa na Kupona, pt. 3 
Date: Dec 29 62 
Page Number: 10 	Column Inches: 17 
Author: Chambati, Oman i Ali 
Title: Vita vya Kufa na Kupona, pt. 4 
Date: Jan 5 63 
Page Number: 8 	Column Inches: 17 
30e. Author: Chambati, Oman i Ali 
Title: Vita vya Kufa na Kupona, pt. 5 
Date: Jan 12 63 
Page Number: 5 	Column Inches: 17 
29a. Author: Chambati, Oman i Ali 
Title: Damu Iliyodhulumiwa (Oppressed Blood), pt. 1 
Date: Aug 18 62 
Page Number: 11, 12 	Column Inches: 46 
31a. Author: Chambati, Oman i Ali 29b. Author: Chambati, Oman i All 
Title: Chumba cha Mauti (Chamber of Death), pt. 1 
Date: Jun 6 64 
Page Number: 7, 11 	Column Inches: 43 
Author: Chambati, Oman i Ali 
Title: Chumba cha Mauti, pt. 2 
Date: Jun 13 64 
Page Number: 7, 12 	Column Inches: 43 
Author: Chambati, Omani All 
Title: Chumba cha Mauti, pt. 3 
P. 	Date: Jun 20 64 
Page Number: 7 	Column Inches: 27 
Page Number: 8, 14 	Column Inches: 36 
32k. Author: Chambati, Omani Ali 
Title: Chumba cha Mauti, pt. 11 
Date: Jun 5 65 
Page Number: 14 	Column Inches: 40 
32L. Author: Chambati, Omani Ali 
Title: Chumba cha Mauti, pt. 12 
Date: Jun 19 65 
Page Number: 7 	Column Inches: 27 
31d. Author: Chambati, Oman i Ali 
Title: Chumba cha Mauti, pt. 4 
Date: Jun 27 64 
Page Number: 8, 12 	Column Inches: 42  
32m. Author: Chambati, Oman i All 
Title: Chumba cha Mauti, pt. 13 
Date: Jun 26 65 
Page Number: 13, 18 	Column Inches: 44 
Author: Chambati, Oman i Ali 
Title: Chumba cha Mauti, pt. 5 
Date: Jul 4 64 
Page Number: 11, 12 	Column Inches: 40 
Author: Chambati, Oman i All 
Title: Chumba cha Mauti, pt. 6 
Date: Jul 11 64 
Page Number: 7, 13 	Column Inches: 44 
Author: Chambati, Omani All 
Title: Chumba cha Mauti, pt. 7 
Date: Jul 18 64 
Page Number: 7, 10 	Column Inches: 32 
Author: Chambati, Oman i All 
Title: Chumba cha Mauti, pt. 8 
Date: Jul 25 64 
Page Number: 7 	Column Inches: 31 
32*a-i. Author: Chambati, Oman i All 
Title: Chumba cha Mauti, pt. 1-8 
Date: Mar 27 65 to May 15 65 	(*repeat of 6/6 - 7/25/64) 
Author: Chambati, Omani Ali 
Title: Chumba cha Mauti, pt. 9 
Date: May 22 65 
Page Number: 9 	Column Inches: 31 
Author: Chambati, Oman i Ali 
Title: Chumba cha Mauti, pt. 10 
Date: May 29 65 
Page Number: 8, 14 Column Inches: 36 
Author: Chambati, Omani Ali 
Title: Chumba cha Mauti, pt. 11 
Date: Jun 5 65 
Page Number: 14 	Column Inches: 40 
32L. Author: Chambati, Oman i Ali 
Title: Chumba cha Mapti, pt. 12 
Date: Jun 19 65 
Page Number: 7 	Column Inches: 27 
32m. Author: Chambati, Oman i Ali 
Title: Chumba cha Mauti, pt. 13 
Date: Jun 26 65 
Page Number: 13, 18 	Column Inches: 44 
Author: Chambati, Oman i Ali 
Title: Mwamini Mungu Si Mtovu, pt. 2 
Date: Nov 7 70 
Page Number: 12, 14 	Column Inches: 32 + 
Author: Chambati, Oman i Ali 
Title: Mwamini Mungu Si Mtovu, pt. 3 
Date: Nov 14 70 
Page Number: 10, 15 	Column Inches: 32 • 
Author: Chambati, Oman i All 
• 33a. Author: Chambati, Oman i All 
Title: Mwamini Mungu Si Mtovu (A Believer in God Is Not 
Wanting), pt. I 
Date: Oct 31 70 
Page Number: 11, 12 	Column Inches: 30 
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Title: Mwamini Mungu Si Mtovu, pt. 4 
Date: Nov 21 70 
Page Number: 16 	Column Inches: 34 + 
Author: Chambati, Oman i Ali 
Title: Mwamini Mungu Si Mtovu, pt. 5 
Date: Nov 28 70 
Page Number: 17, 19 	Column Inches: 42 + 
Author: Chambati, Omani Al 
Title: Mwamini Mungu Si Mtovu, pt. 6 
Date: Dec 3 70 
Page Number: 10, 13 	Column Inches: 35 + 
Author: Chambati, Oman i All 
Title: Kisiwa cha Sikri (The Island of Sikri), pt. 1 
Date: Sep 14 74 
Page Number: 6, 8 	Column Inches: 80 + 
Author: Chambati, Oman i Ali 
Title: Kisiwa cha Sikri, pt. 2 
Date: Sep 21 74 
Page Number: 8, 11 	Column Inches: 66 + 
Author: Chambati, Oman i Ali 
Title: Kisiwa cha Sikri, pt. 3 
Date: Sep 28 74 
Page Number: 6, 7 	Column Inches: 30 + 
Author: Chambati, Oman i All 
Title: Kisiwa cha Sikri, pt. 4 
Date: Oct 5 74 
Page Number: 6, 11 	Column Inches: 54 + 
Author: Chambati, Omani Ali 
Title: Kisiwa cha Sikri, pt. 5 
Date: Oct 12 74 
Page Number: missing 	Column Inches: 
Author: Chambati, Oman i Ali 
Title: Kisiwa cha Sikri, pt. 6 
Date: Oct 19 74 
Page Number: 10, 11 	Column Inches: 38 + 
Author: Chambati, Oman i All 
Title: Kisiwa cha Sikri, pt. 7 
-14 	Date: Oct 26 74 
Page Number: 6, 7, 11 	Column Inches: 46 + 
Author: Chambati, Oman i Ali 
Title: Kisiwa cha Sikri, pt. 8 
Date: Nov 2 74 
Page Number: 9 	Column Inches: 28 + 
Author: Chambati, Oman i Ali Title: Kisiwa cha Sikri, pt. 9 
Date: Nov 9 74 
Page Number: 7 	Column Inches: 27 + 
Author: Chambati, Oman i Ali Title: Kisiwa cha Sikri, pt. 10 
Date: Nov 16 74 
Page Number: 9, 11 	Column Inches: 72 + 
Author: Chambati, Oman i Ali Title: Kisiwa cha Sikri, pt. 11 
Date: Nov 23 74 
Page Number: 7, 8 	Column Inches: 96 + 
34L. Author: Chambati, Oman i Ali Title: Kisiwa cha Sikri, pt. 12 
Date: Nov 30 74 
Page Number: 14, 15 	Column Inches: 68 + 
Author: Chambati, Oman i Ali Title: Kisiwa cha Sikri, pt. 13 
Date: Dec 7 74 
Page Number: 8, 10 	Column Inches: 58 + 
Author: Chambati, Oman i All Title: Kisiwa cha Sikri, pt. 14 
Date: Dec 14 74 
Page Number: 9, 11 	Column Inches: 71 + 
340. Author: Chambati, Omani Ali 
Title: Kisiwa cha Sikri, pt. 15 
Date: Dec 21 74 
Page Number: 8, 11 	Column Inches: 54 + 
34p. Author: Chambati, Oman i Ali Title: Kisiwa cha Sikri, pt. 16 
Date: Dec 28 74 
Page Number: 5, 7 	Column Inches: 71 + 
Author: Chanda, Liza R. 
Title: Usiache Mbachao kwa Msala Upitao (Don't Leave Your 
(old familiar) Mat for Another You Pass 8y) Date: Feb 28 76 
Page Number: 9, 10 	Column Inches: 54 + 
Author: Charles, Franco 
Author: Ganzel, Eddie 
Title: Tabasamu la Kuua, pt. 3 Date: Oct 16 65 
Page Number: 9, 12 	Column Inches: 38 
16e. 	Author: Ganzel, Eddie 
Title: Tabasamu la Kuua, pt. 5 Date: Oct 30 65 
Page Number: 7, 13 
Column Inches: 57 
Author: Ganzel, Eddie 
Title: Tabasamu la Kuua, pt. 2 Date: Oct 9 65 
Page Number: 7, 9 
Column Inches: 59 
46a. Author: Ganzel, Eddie 
Title: Tabasamu la Kuua (Killing Smile), pt. 1 Date: Oct 2 65 
Page Number: 7, 8 
Column Inches: 56 
45. Author: Farrar, Betty 
Title: Mtoto wa Kambo (Stepchild) Date: Aug 22 81 
Page Number: 9 
Column Inches: 46 + 
44. Author: Farrar, Betty 
Title: Talaka ya Mpakani Yamtoa Jasho Kimwaga (A Divorce by Border-Crossing Makes Kimwaga Sweat) Date: Jun 20 81 
Page Number: 9 
Column Inches: 22 + 
43. Author: Farrar, Betty 
Title: Mla Kuku wa Mwenzake (One Who Eats His NeighboChicken)  r's Date: Jun 13 81 
Page Number: 9, 11 	Column Inches: 61 + 
41c. Author: Farrar, Betty 
Title: Majuto Mjukuu, pt. 3 Date: Nov 1 80 
Page Number: 9 
42. Author: Farrar, Betty 
Title: Kirohoroho cha Fedha (Obsession with Money) Date: Nov 8 80 
Page Number: 9 
Column Inches: 36 + 
Column Inches: 19 + 
Author: Ganzel, Eddie 
Title: Tabasamu la Kuua, pt. 4 Date: Oct 23 65 
Page Number: missing 	Column Inches: 
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Title: Maiti ya Daktari Yadidimizwa (Doctor's Corpse 
Deep-Sixed) 
Date: Dec 9 67 
Page Number: 8, 16 	Column Inches: 42 
Author: Charo, Charlton 
Title: Mchunguzi (Investigator), pt. 1 
Date: Nov 28 81 
Page Number: 9, 10 	Column Inches: 31 + 
Author: Charo, Charlton 
Title: Mchunguzi, pt. 2 
Date: Dec 5 81 
Page Number: 6, 9 	Column Inches: 43 + 
Author: Charo, Charlton 
Title: Mchunguzi, pt. 3 
Date: Dec 12 81 
Page Number: 13 	Column inches: 44 + 
Author: Charo, Charlton 
Title: Mchunguzi, pt. 4 
Date: Dec 19 81 
Page Number: 9, 11 	Column Inches: 35 + (continues) 
38. Author: Chiapo, C.A. 
Title: Kila Mtaka Nasaba Hupata Mwingi Msiba (Anyone Who 
Boasts a Great Ancestry Brings Much Trouble on Himself) 
Date: Jun 6 81 
Page Number: 8, 12 	Column Inches: 28 + 
39, Author: Chiapo, Chiapo Ali 
Title: Mke Pazia (Wife [Behind the] Curtains) 
Date: Sep 19 81 
Page Number: 9, 11 	Column Inches: 74 + 
40. Author: Farrar, Betty 
Title: Thawabu ya Ukware (Lust's Reward) 
Date: Oct 4 80 
Page Number: 6 	Column Inches: 34 + 
Author: Farrar, Betty 
Title: Majuto Mjukuu (Regrets Are a Grandchild), pt. 1 
Date: Oct 18 80 
Page Number: 9 	Column Inches: 10 + 
Author: Farrar, Betty 
Title: Majuto Mjukuu, pt. 2 
Date: Oct 25 80 
Page Number: 9 	Column Inches: 31 + 
     
Author: Ganzel, Eddie 
Title: Tabasamu is Kuua, pt. 6 
Date: Nov 6 65 
Page Number: 7 	Column Inches: 36 
Author: Ganzel, Eddie 
Title: Tabasamu is Kuua, pt. 7 
Date: Nov 13 65 
Page Number: 9, 12 	Column Inches: 38 
Author: Ganzel, Eddie 
Title: Tabasamu la Kuua, pt. 8 
Date: Nov 20 65 
Page Number: missing 	Column Inches: 
Title: Tabasamu la Kuua, pt. 16 
Date: Jan 15 56 
Page Number: 7, 12 	Column Inches: 48 
Author: Ganzel, Eddie 
Title: Tabasamu la Kuua, pt. 17 
Date: Jan 22 66 Column Inches: 46 Page Number: 10, 12 
Author: Ganzel, Eddie 
Title: Tabasamu is Kuua, pt. 18 
Date: Jan 29 66 
Page Number: 7, 10 	Column Inches: 67 
Author: Ganzel, Eddie 
Title: Ujumbe wa Kuua (Message of Murder), pt. 1 
Date: Jun 11 66 
Page Number: 10 	Column Inches: 36 
Author: Ganzel, Eddie 
Title: Ujumbe wa Kuua, pt. 2 
Date: Jun 18 66 
Page Number: 11 	Column Inches: 35 
Author: Ganzel, Eddie 
Title: Ujumbe wa Kuua, pt. 3 
Date: Jun 25 66 
Page Number: 9 	Column Inches: 34 
Author: Ganzel, Eddie 
Title: Ujumbe wa Kuua, pt. 4 
Date: Jul 2 66 
Page Number: 12 	Column Inches: 27 
Author: Ganzel, Eddie 
Title: Ujumbe wa Kuua, pt. 5 
Date: Jul 16 66 
Page Number: 9, 14 	Column Inches: 65 
Author: Ganzel, Eddie 
Title: Ujumbe wa Kuua, pt. 6 
Date: Jul 23 66 
Page Number: missing 	Column Inches: 
Author: Ganzel, Eddie 
Title: Zimwi Likujualo Halikuli Likakuisha (A Demon ho 
Knows You Won't Completely Devour You), pt. 1 
Date: Dec 23 67 
Page Number: 5, 11 	Column Inches: 82 
Author: Ganzel, Eddie 
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Author: Ganzel, Eddie 
Title: Tabasamu la Kuua, pt. 9 
Date: Nov 27 65 
Page Number: 13, 14 	Column Inches: 35 
Author: Ganzel, Eddie 
Title: Tabasamu is Kuua, pt. 10 
Date: Dec 4 65 
Page Number: 9, 13 	Column Inches: 42 
Author: Ganzel, Eddie 
Title: Tabasamu la Kuua, pt. 11 
Date: Dec 11 65 
Page Number: 7 	Column Inches: 13 
46L. Author: Ganzel, Eddie 
Title: Tabasamu Is Kuua, pt. 12 
Date: Dec 18 65 
Page Number: 9, 12 	Column Inches: 43 
Author: Ganzel, Eddie 
Title: Tabasamu is Kuua, pt. 13 
Date: Dec 25 65 
Page Number: 7 	Column Inches: 40 
Author: Ganzel, Eddie 
Title: Tabasamu is Kuua, pt. 14 
Date: Jan 1 56 
Page Number: 5 	Column Inches: 38 
Author: Ganzel, Eddie 
Title: Tabasamu is Kuua, pt. 15 
Date: Jan 8 66 
Page Number: 5, 8 	 Column Inches: 47 
Author: Ganzel, Eddie 
   
     
all 	 _ 
Title: Zimwi Likujualo Halikuli Likakuisha, pt. 2 
Date: Dec 30 67 
Page Number: missing 	Column Inches: 
Author: Ganzel, Eddie 
Title: Zimwi Likujualo Halikuli Likakuisha, pt. 3 
Date: Jan 6 68 
Page Number: 8, 10 	• Column Inches: 27 
Author: Ganzel, Eddie 
Title: Zimwi Likujualo Halikuli Likakuisha, pt. 4 
Date: Jan 13 68 
Page Number: 8 	Column Inches: 50 
Author: Ganzel, Eddie 
Title: Zimwi Likujualo Halikuli Likakuisha, pt. 5 
Date: Jan 20 68 
Page Number: 8 	Column Inches: 46 
49f. Author: Ganzei, Eddie 
Title: Zimwi Likujualo Halikuli Likakuisha, pt. 6 
Date: Jan 27 68 
Page Number: 10 	Column Inches: 47 
48g. Author: Ganzel, Eddie 
Title: Zimwi Likujualo Halikuli Likakuisha, pt. 7 
Date: Feb 3 68 
Page Number: missing 	Column Inches: 
49a. Author: Ganzel, Eddie 
Title: Yowe is Kifo (Scream of Death), pt. 1 
Date: Mar 16 68 
Page Number: 6, 10 	Column Inches: 38 
Author: Ganzel, Eddie 
Title: Yowe is Kilo, pt. 2 
Date: Mar 23 68 
Page Number: 6, 11 
Author: Ganzel, Eddie 
Title: Yowe is Kifo, pt. 3 
Date: Mar 30 68 
Page Number: 10, 16 
Author: Ganzel, Eddie 
Title: Yowe is Kifo, pt. 4 
Date: Apr 13 63 
Page Number: 6, 12 
19e. 	Author: Ganzel, Eddie 
Title: Yowe la Kifo, pt. 5 
Column Inches: 84 
Column Inches: 78 
Column Inches: 73 
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Date: 	Apr 20 68 
Page Number: 	6, 	10 
Author: 	Ganzel, 	Eddie 
Column Inches: 67 
Title: 	Yowe 	la Kifo, 	pt. 	6 
Date: 	Apr 27 68 
Page Number: 	8, 	12 Column Inches: 44 
Author: 	Ganzel, 	Eddie 
Title: 	Yowe 	is Kifo, 	pt. 	7 
Date: 	May 	4 	68 
Page Number: 	6, 	10 Column Inches: 74 
Author: 	Ganzel, 	Eddie 
Title: 	Yowe 	la Kifo, 	pt. 	8 
Date: 	May 	11 	68 
Page Number: 	6, 	11 Column Inches: 65 
491. 	Author: 	Ganzel, 	Eddie 
Title: 	Yowe 	la Kifo, 	pt. 	9 
Date: 	May 	18 68 
Page Number: 	6, 	11 Column Inches: 76 
493. 	Author: 	Ganzel, 	Eddie 
Title: 	Yowe 	la Kifo, 	pt. 	10 
Date: 	May 25 68 
Page Number: 	7, 	12 Column Inches: 42 
50a. 	Author: 	Ganzel, 	Eddie 
Title: 	Kwa 	Mini 	Nife? 	(Why Must 	I 	Die?), 	pt. 	1 
Date: 	Sep 	14 	68 
Page Number: 	8, 	9, 	13 	Column 	Inches: 	44 
50b. 	Author: 	Ganzel, 	Eddie 
Title: 	Kwa Mini 	Nile?, 	pt. 	2 
Date: 	Sep 21 	68 
Page Number: 	8, 	9 Column Inches: 52 
50c. 	Author: 	Ganzel, 	Eddie 
Title: 	Kwa Nini 	Nife?, 	pt. 	3 
Date: 	Sep 28 68 
Page 	Number: 	15, 	16 Column Inches: 51 
50d. 	Author: 	Ganzel, 	Eddie 
Title: 	Kwa 	Mini 	Nife?, 	pt. 	4 
Date: 	Oct 	5 68 
Page 	Number: 	8, 	13 Column Inches: 53 
50e. Author: Ganzel, Eddie 
Title: Kwa Nini Nife?, pt. 5 
Date: Oct 12 68 
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51h. Author: Ganzel, Eddie 
Title: Huba Madhara, pt. 8 
Date: Dec 28 68 
Page Number: 8 
Page Number: 8, 13 	Column Inches: 60 
Author: Ganzel, Eddie 
Title: Kwa Nini Nife?, pt. 6 
Date: Oct 19 68 
Page Number: 6, 7 	Column Inches: 67 
Author: Ganzel, Eddie 
Title: Kwa Nini Nife?, pt. 7 
Date: Oct 26 68 
Page Number: 8 	Column Inches: 52 
Author: Ganzel, Eddie 
Title: Kwa Nini Nife?, pt. 8 
Date: Nov 2 68 
Page Number: 6, 15 	Column Inches: 55 
Author: Ganzel, Eddie 
Title: Hubs Madhara (Love Is Disaster), pt. 1 
Date: Nov 9 68 
Page Number: 6, 8, 18 	Column Inches: 74 
Author: Ganzel, Eddie 
Title: Hubs Madhara, pt. 2 
Date: Nov 16 68 
Page Number: 6, 17 	Column Inches: 70 
Author: Ganzel, Eddie 
Title: Huba Madhara, pt. 3 
Date: Nov 23 68 
Page Number: 7, 12 	Column Inches: 64 
Author: Ganzel, Eddie 
Title: Hubs Madhara, pt. 4 
Date: Nov 30 58 
Page Number: 8, 17 	Column Inches: 76 
Author: Ganzel, Eddie 
Title: Hubs Madhara, pt. 5 
Date: Dec 7 68 
Page Number: 6, 8 	Column Inches: 78 
Author: Ganzel, Eddie 
Title: Hubs Madhara, pt. 5 
Date: Dec 14 68 
Page Number: 8, 17 	Column Inches: 65 
31g. 	Author: Ganzel, Eddie 
Title: Iluba Madhara, pt. 7 
Date: Dec 21 68 
Page Number: 7, 17 	Column Inches: 55 
Column Inches: 25 
Author: Ganzel, Eddie 
Title: Mwito wa Hima (Emergency Call), pt. 1 
Date: Feb 15 69 
Page Number: 6 Column Inches: 42 
Author: Ganzel, Eddie 
Title: Mwito wa Hima, pt. 2 
Date: Feb 22 69 
Page Number: 6, 12 Column Inches: 37 
Author: Ganzel, Eddie 
Title: Mwito wa Hima, pt. 3 
Date: Mar 1 69 
Page Number: 6 	Column Inches: 34 1+ Mtynee cartoon 
Author: Ganzel, Eddie 
Title: Mwito wa Hima, pt. 4 
Date: Mar 8 69 
Page Number: 6, 10 
Author: Ganzel, Eddie 
Title: Mwito wa Hima, pt. 5 
Date: Mar 15 69 
Page Number: 6, 8 
Author: Ganzel, Eddie 
Title: Mwito wa Hima, pt. 6 
Date: Mar 22 69 
Page Number: 5, 12 
Author: Ganzel, Eddie 
Title: Mwito wa Hiss., pt. 7 
Date: Mar 29 69 
Page Number: 6, 15 
Author: Ganzel, Eddie 
Title: Mwito we Hiss, pt. 8 
Date: Apr 5 69 
Page Number: 6 
Author: Ganzel, Eddie 
Title: Mwito we Hiss, pt. 9 
Date: Apr 12 69 
Page Number: 7, 13 
Column Inches: 37 
Column Inches: 44 
Column Inches: 49 
Column Inches: 49 
Column Inches: 54 
Column Inches: 43 
Author: Ganzel, Eddie 
Author: Ganzel, Eddie 
Title: Magaidi wa Dr. Shulla, pt. 9 Date: Nov 29 69 
Page Number: 13 
Column Inches: 30 + 
Author: Ganzel, Eddie 
,Title: Magaidi wa Dr. Shulla, pt. 10 Date: Dec 6 69 
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54h. Author: Ganzel, Eddie 
Title: Magaidi wa Dr. Shulla, pt. 8 Date: Nov 22 69 
Page Number: 4, 15 	Column Inches: 30 + 
54g. Author: Ganzel, Eddie 
Title: Magaidi wa Dr. Shulla, pt. 7 Date: Nov 15 69 
Page Number: 9 
Column Inches: 34 + 
54f. Author: Ganzel, Eddie 
Title: Magaidi wa Dr. Shulla, pt. 6 Date: Nov 8 69 
Page Number: 9, 10 	Column Inches: 35 
54e. Author: Ganzel, Eddie 
Title: Magaidi wa Dr. Shulla, pt. 5 Date: Nov 1 69 
Page Number: 6, 7 	Column Inches: 36 + 
54d. Author: Ganzel, Eddie 
Title: Magaidi wa Dr. Shulla, pt. 4 Date: Oct 25 69 
Page Number: 7 
Column Inches: 36 
540. Author: Ganzel, Eddie 
Title: Magaidi wa Dr. Shulla, pt. 3 Date: Oct 18 69 
Page Number: 6 
Column Inches: 37 
54b. Author: Ganzel, Eddie 
Title: Magaidi wa Dr. Shulla, pt. 2 Date: Oct 11 69 
Page Number: 4, 8, 10 	Column Inches: 42 + 
Date: Aug 23 69 
Page Number: 7, 13 
54a. Author: Ganzel, Eddie 
Date: Oct 4 69 Title: Magaidi wa Dr. Shulla (Dr. Shulla's Gangsters), pt. I Page Number: 7, 10 	Column Inches: 44 + 
Column Inches: 44 
- 
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Title: Mwito wa Hima, pt. 10 
Date: Apr 19 69 
Page Number: 10, 11 	Column Inches: 44 
52k. Author: Ganzel, Eddie 
Title: Mwito wa Hima, pt. 11 
Date: Apr 26 69 
Page Number: 7, 11, 16 	Column Inches: 49 
Author: Ganzel, Eddie 
Title: Fedha Fedheha (Money Is a Shameful Thing), pt. 1 
Date: May 3 69 
Page Number: 6, 7, 12 	Column Inches: 47 + 
Author: Ganzel, Eddie 
Title: Fedha Fedheha, pt. 2 
Date: May 10 69 
Page Number: 11 	Column Inches: 38 + 
Author: Ganzel, Eddie 
Title: Fedha Fedheha, pt. 3 
Date: May 17 69 
Page Number: 11, 14 	Column Inches: 38 + 
Author: Ganzel, Eddie 
Title: Fedha Fedheha, pt. 4 
Date: May 24 69 
Page Number: 11 	Column Inches: 35 + 
Author: Ganzel, Eddie 
Title: Fedha Fedheha, pt. 5 
Date: May 31 69 
Page Number: 7, 8 	Column Inches: 38 + 
Author: Ganzel, Eddie 
Title: Fedha Fedheha, pt. 6 
Date: Jun 7 69 
Page Number: 7, 14 	Column Inches: 27 + 
Author: Ganzel, Eddie 
Title: Fedha Fedheha, pt. 7 
Date: Jun 14 69 
Page Number: 11 	Column Inches: 36 + 
Author: Ganzel, Eddie 
Title: Fedha Fedheha, pt. 8 
Date: Jun 21 69 
Page Number: 6, 11 	Column Inches: 38 + 
Author: Ganzel, Eddie 
Title: Fedha Fedheha, pt. 9 
J 
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Page Number: 	6 Column Inches: 31 	+ Page Number: 	6, 	15 Column Inches: 34 	+ 
54k. 	Author: 	Ganzel, 
Title: 	Magaidi 	we Dr. 
Eddie 
Shulla, 	pt. 	11 55c. 	Author: 	Ganzel, 	Eddie Title: 	Kipi 	Kikusikitishacho?, 	pt. 3 Date: 	Dec 	13 	69 Date: 	Apr 	11 	70 Page Number: 	8 Column Inches: 32 Page Number: 	12, 	15 	Column Inches: 27 	+ 
54L. 	Author: 	Ganzel, 
Title: 	Magaidi 	wa 	Dr. 
Eddie 
Shulla, 	pt. 	12 55d. 	Author: 	Ganzel, 	Eddie Title: 	Kipi 	Kikusikitishacho?, 	pt. 4 Date: 	Dec 	27 	69 Date: 	Apr 	18 	70 Page Number: 	4 Column 	Inches: 19 Page Number: 	11 Column inches: 32 	+ 
54m. 	Author: 	Ganzel, 
Title: 	Magaidi 	wa 	Dr. 
Eddie 
Shulla, 	pt. 	13 55e. 	Author: 	Ganzel, 	Eddie Title: 	Kipi 	Kikusikitishacho?, 	pt. 5 Date: 	Jan 	3 	70 Date: 	Apr 	25 	70 Page 	Number: 	7, 	15 Column Inches: 25 Page Number: 	6, 	14 Column Inches: 28 	+ 
54n. 	Author: 	Ganzel, 
Title: 	Magaidi 	we 	Dr. 
Eddie 
Shulla, 	pt. 	14 55f. 	Author: 	Ganzel, 	Eddie Title: 	Kipi 	Kikusikitishacho?, 	pt. 6 Date: 	Jan 	10 	70 Date: 	May 	2 70 Page Number: 	4 Column Inches: 	25 (+ Kibera cartoon) Page Number: 	6 Column Inches: 25 	+ 
54c. 	Author: 	Ganzel, 
Title: 	Magaidi 	we 	Dr. 
Eddie 
Shulla, 	pt. 	15 55g. 	Author: 	Ganzel, 	Eddie Title: 	Kipi 	Kikusikitishacho?, 	pt. 7 Date: 	Jan 	17 	70 Date: 	May 	9 	70 Page Number: 	11 Column 	Inches: 	32 (+ Kibera cartoon) Page Number: 	5, 	14 Column Inches: 35 	+ 
54p. 	Author: 	Ganzel, 
Title: 	Magaidi 	we 	Dr. 
Eddie 
Shulla, 	pt. 	16 55h. 	Author: 	Ganzel, 	Eddie Title: 	Kipi 	Kikusikitishacho?, 	pt. 8 Date: 	Feb 	21 	70 Date: 	May 	16 	70 Page Number: 	12 Column Inches: 25 Page 	Number: 	5, 	15, 	18 	Column Inches: 30 
54q. 	Author: 	Ganzel, 
Title: 	Magaidi 	wa Dr. 
Eddie 
Shulla, 	pt. 	17 55i. 	Author: 	Ganzel, 	Eddie Title: 	Kipi 	Kikusikitishacho?, 	pt. 9 Date: 	Feb 28 	70 Date: 	May 23 	70 Page 	Number: 	6, 	10, 	15 Column Inches: 27 	+ Page Number: 	12 Column Inches: 38 	+ 
54r. 	Author: 	Ganzel, 
Title: 	Magaidi 	wa Dr. 
Eddie 
Shulla, 	pt. 	18 55j. 	Author: 	Ganzel, 	Eddie Title: 	Kipi 	Kikusikitishacho?, 	pt. 10 Date: 	Mar 	7 	70 Date: 	May 30 	70 Page Number: 	6 Column 	Inches: 40 	+ Page Number: 	16, 	18 	Column Inches: 30 	+ 
55a. 	Author: 	Ganzel, Eddie 55k. 	Author: 	Ganzel, 	Eddie Title: 	Kipi FAkusikitishacho? 	(Which Thing Makes You Feel Title: 	Kipi 	Kikusikitishacho?, 	pt. 11 Sorry?), 	pt. 	1 Date: 	Jun 	6 	70 Date: 	Mar 28 70 Page 	Number: 	5, 	12 	13 	Column Inches: 37 	+ Page Number: 	7 Column Inches: 27 	+ 
55L. 	Author: 	Ganzel, 	Eddie 55b. 	Author: 	Ganzel, 	Eddie 
Title: 	Kipi 	Kikusikitishacho?, 	pt. 	2 
Date: 	Apr 	4 	70 
Title: 	Kipi 	Kikusikitishacho?, 	pt. 
Date: 	Jun 	13 	70 
Page Number: 	10 Column 
12 
Inches: 37 	+ 
Author: Ganzel, Eddie 
Title: Kipi Kikusikitishacho?, pt. 20 
Date: Aug 8 70 
Page Number: 12 
Author: Ganzel, Eddie 
Title: Kipi Kikusikitishacho?, pt. 21 
Date: Aug 15 70 
Page Number: 11 
Author: Canzel, Eddie 
Title: Kipi Kikusikitishacho?, pt. 22 
Date: A , Jg 22 70 
Page Number: 6, 11 
Author: Ganzel, Eddie 
Column Inches: 26 + 
Column Inches: 38 + 
Column Inches: 30 + 
Column Inches: 26 
Column Inches: 
Column Inches: 26 
Column Inches: 26 
Author: Ganzel, Eddie 
Title: Kipi Kikusikitishacho?, pt. 13 
Date: Jun 20 70 
Page Number: 6, 11 
Author: Ganzel, Eddie 
Title: Kipi Kikusikitishacho?, pt. 14 
Date: Jun 27 70 
Page Number: 5, 15 
Author: Ganzel, Eddie 
Title: Kipi Kikusikitishacho?, pt. 15 
Date: Jul 4 70 
Page Number: 10 
Author: Ganzel, Eddie 
Title: Kipi Kikusikitishacho?, pt. 16 
Date: Jul 11 70 
Page Number: missing 
Author: Ganzel, Eddie 
Title: Kipi Kikusikitishacho?, pt. 17 
Date: Jul 18 70 
Page Number: 12 
Author: Ganzel, Eddie 
Title: Kipi Kikusikitishacho?, pt. 18 
Date: Jul 25 70 
Page Number: 11, 13 
Author: Ganzel, Eddie 
Title: Kipi Kikusikitishacho?, pt. 19 
Date: Aug 1 70 
Page Number: 7, 16 
Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 3 
Date: Oct 31 70 
Page Number: 12 
Author: Ganzel, 
Title: Lamsiki Bweha, 
Date: Nov 7 70 
Page Number: 11, 13 
Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 5 
Date: Nov 14 70 
Page Number: 12 
Author: Ganzel, Eddie Title: Lamsiki Bweha, pt. 6 Date: Nov 21 70 
Page Number: 14 
Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 7 
Date: Nov 28 70 
Page Number: 12, 19 
Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 3 
Column Inches: 27 + 
Column Inches: 28 + 
Column Inches: 34 
Eddie 
pt. 4 
Title: Kipi Kikusikitishacho? Date: Aug 29 70 
Page Number: 7, 15 
Author: Ganzel, Eddie 
Title: Kipi Kikusikitishacho? Date: Sep 5 70 
Page Number: 12, 13, 16 
Author: Ganzel, Eddie 
Title: Kipi Kikusikitishacho?, 
Date: Sep 12 70 
Page Number: 10 
Author: Ganzel, Eddie 
Title: Lamsiki Bweha (So Long, Date: Oct 10 70 
Page Number: 13 
Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 2 
Date: Oct 24 70 
Page Number: 12 
Column 
Column Inches: 28 + 
Column Inches: 30 + 
, pt. 23 
Column Inches: 30 + 
Jackal), pt. I 
pt. 25 
pt. 24 
Inches: 30 + 
Column Inches: 31 + 
Column Inches: 32 + 
Column Inches: 31 + 
Column Inches: 31 + 
Column Inches: 38 + 
Column Inches: 30 + 
Date: Dec 5 70 
Page Number: 12 
Author: Ganzel, 
Title: Lamsiki Bweha, 
Date: Dec 12 70 
Page Number: 8, 11 
Author: Ganzel, 
Title: Lamsiki Bweha, 
Date: Dec 19 70 
Page Number: 10, 15 
Author: Ganzel, 
Title: Lamsiki Bweha, 
Date: Dec 26 70 
Page Number: 12, 13 
56L. 	Author: Ganzel. 
Title: Lamsiki Bweha, 
Date: Jan 2 71 
Page Number: 9, 11 
Author: Ganzel, 
Title: Lamsiki Bweha, 
Date: Jan 9 71 
Page Number: 9 
Author: Ganzel, 
Title: Lamsiki Bweha, 
Date: Jan 16 71 
Page Number: 9 
Author: Ganzel, 
Title: Lamsiki Bweha, 
Date: Jan 23 71 
Page Number: 6 
Author: Ganzel, 
Title: Lamsiki Bweha, 
Date: Jan 30 71 
Page Number: 11, 12 
Author: Ganzel, 
Title: Lamsiki Bweha, 
Date: Feb 6 71 
Page Number: 11  
Column Inches: 37 + 
Column Inches: 34 + 
Column Inches: 30 + 
Column Inches: 28 + 
Column Inches: 28 + 
Column Inches: 27 + 
Column Inches: 31 + 
Column Inches: 30 + 
Column Inches: 30 + 
Column Inches: 37 + 
Eddie 
pt. 9 
Eddie 
pt. 10 
Eddie 
Pt. 11 
Eddie 
pt. 12 
Eddie 
pt. 13 
Eddie 
pt. 14 
Eddie 
pt. 15 
Eddie 
Pt. 16 
Eddie 
pt. 17 
56r. 	Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 18 
Date: Feb 13 71 
Column Inches: 26 + 
Column Inches: 38 + 
Page Number: 10 
Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 19 Date: Feb 20 71 
Page Number: 6 
Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 20 Date: Feb 27 71 
Page Number: 11, 15 
Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 21 Date: Mar 6 71 
Page Number: 7 
Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 22 Date: Mar 13 71 
Page Number: 6 
Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 23 Date: Mar 20 71 
Page Number: 11 
Author: Ganzel, 
Title: Lamsiki Bweha, 
Date: Mar 27 71 
Page Number: 6, 7 
Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 25 Date: Apr 3 71 
Page Number: 9, 12 
56. Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 26 Date: Apr 10 71 
Page Number: 12 
56aa. Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 27 Date: Apr 17 71 
Page Number: 11 
56ab. Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 28 Date: Apr 24 71 
Page Number: 4, 15 
Eddie 
Pt. 24 
Column Inches: 35 + 
Column Inches: 27 + 
Column Inches: 23 + 
Column Inches: 34 + 
Column Inches: 30 + 
Column Inches: 34 + 
Column Inches: 26 + 
Column Inches: 32 + 
Column Inches: 26 + 
• • Nim ■11 =MI 
st 
Column Inches: 40 + 
Column Inches: 55 + 
Column Inches: 38 + 
Column Inches: 47 + 
Column Inches: 66 + 
Column Inches: 38 + 
Column Inches: 14 + 
56ac. Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 29 
Date: May 1 71 
Page Number: 11, 12 
56ad. Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 30 
Date: May 8 71 
Page Number: 12, 13 
56ae. Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 31 
Date: May 15 71 
Page Number: 22 
56af. Author: Ganzel, Eddie 
Title: Lamsiki Bweha, pt. 32 
Date: May 22 71 
Page Number: 6, 12, 15 
Author: Ganzel, Eddie 
Title: Eva )Eva), pt. 1 
Date: Jul 24 Ti 
Page Number: 4, 14 
Author: Ganzel, Eddie 
Title: Eva, pt. 2 
Date: Jul 31 71 
Page Number: 4, 5 
Author: Ganzei, Eddie 
Title: Eva, pt. 3 
Date: Aug 7 71 
Page Number: 11, 12, 14  
Title: Eva, pt. 7 
Date: Sep 4 71 
Page Number: 4 
Author: Ganzel, Eddie 
Title: Eva, pt. 8 
Date: Sep 11 71 
Page Number: 11 
Author: Ganzel, Eddie 
Title: Eva, pt. 9 
Date: Sep 18 71 
Page Number: 4, 13 
Author: Ganzel, Eddie 
Title: Eva, pt. 10 
Date: Sep 25 71 
Page Number: 6, 14, 15 
Author: Ganzel, Eddie 
Title: Eva, pt. 11 
Date: Oct 2 71 
Page Number: 6, 13 
57L. Author: Ganzel, Eddie 
Title: Eva, pt. 12 
Date: Oct 9 71 
Page Number: 4, 13 
Author: Ganzel, Eddie 
Title: Eva, pt. 13 
Date: Oct 16 71 
Page Number: 12 
Author: Ganzel, Eddie 
Title: Eva, pt. 14 
Date: Oct 23 71 
Page Number: 13 
Author: Ganzel, Eddie 
Title: Eva, pt. 15 
Date: Oct 30 71 
Page Number: 6 
Author: Ganzel, Eddie 
Title: Eva, pt. 16 
Date: Nov 6 71 
Page Number: 4, 13 
Column Inches: 27 + 
Column Inches: 35 + 
Column Inches: 25 + 
Column Inches: 41 + 
Column Inches: 26 + 
Column Inches: 35 + 
Column Inches: 31 + 
Column Inches: 27 + 
Column Inches: 38 + 
Column Inches: 40 + 
Column Inches: 36 + 
Column Inches: 33 + 
Author: Ganzel, Eddie 
Title: Eva, pt. 4 
Date: Aug 14 71 
Page Number: 4, 5 
Author: Ganzel, Eddie 
Title: Eva, pt. 5 
Date: Aug 21 71 
Page Number: 4, 12 
Author: Ganzel, Eddie 
Title: Eva, pt. 6 
Date: Aug 28 71 
Page Number: 11, 12, 14 
Author: Ganzel, Eddie 
Column Inches: 28 + 
58a. Author: Ganzel, Eddie 
Title: Dalili ya Mauti )Evidence of Death), pt. 1 
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Date: Dec 4 71 
Page Number: 11 
Author: Ganzel, Eddie 
Title: Dalili ya Mauti, pt. 2 
Date: Dec 11 71 
Page Number: 11 	Column Inches: 30 + 
Author: Ganzel, Eddie 
Title: Dalili ya Mauti, pt. 3 
Date: Dec 18 71 
Page Number: 4, 17 	Column Inches: 26 + 
Author: Ganzel, Eddie 
Title: Dalili ya Mauti, pt. 4 
Date: Dec 25 71 
Page Number: 9 	Column Inches: 34 + 
Author: Ganzel, Eddie 
Title: Dalili ya Mauti, pt. 5 
Date: Jan 1 72 
Page Number: 10 	Column Inches: 38 + 
Author: Ganzel, Eddie 
Title: Dalili ya Mauti, pt. 6 
Date: Jan 8 72 
Page Number: 13 	Column Inches: 36 + 
Author: Ganzel, Eddie 
Title: Dalili ya Mauti, pt. 7 
Date: • Jan 15 72 
Page Number: 11 	Column Inches: 37 + 
Author: Ganzel, Eddie 
Title: Dalili ya Mauti, pt. 8 
Date: Jan 22 72 
Page Number: 4, 14 	Column Inches: 34 + 
Author: Ganzel, Eddie 
Title: Dalili ya Mauti, pt. 9 
Date: Jan 29 72 
Page Number: 11 	Column Inches: 30 + 
Author: Ganzel, Eddie 
Title: Daiili ya Mauti, pt. 10 
Date: Feb 12 72 
Page Number: 9 	Column Inches: 28 + 
Author: Ganzel, Eddie 
Title: Dalili ya Mauti, pt. 11 
Date: Feb 19 72  
Page Number: 12, 14 	Column Inches: 40 + 
58L. Author: Ganzel, Eddie 
Title: Dalili ya Mauti, pt. 12 
Date: Feb 26 72 
Page Number: 13, 14 	Column Inches: 31 + 
Author: Ganzel, Eddie 
Title: Maisha Hatari (Life Is Danger), pt. 1 Date: Apr 22 72 
Page Number: 10, 15 	Column Inches: 50 + 
Author: Ganzel, Eddie 
Date: Apr 29 72 
Title: Maisha Hatari, pt. 2 
Page Number: 6 	Column Inches: 35 + 
Author: Ganzel, Eddie 
Title: Maisha Hatari, pt. 3 
Date: May 6 72 
Page Number: 13 	Column Inches: 24 + 
Author: Ganzel, Eddie 
Title: Maisha Hatari, pt. 4 
Date: May 13 72 
Page Number: 12, 15 	Column Inches: 38 + 
Author: Ganzel, Eddie 
Title: Maisha Hatari, pt. 5 
Date: May 20 72 
Page Number: 6, 12 	Column Inches: 40 + 
Author: Ganzel, Eddie 
Title: Maisha Hatari, pt. 6 
Date: May 27 72 
Page Number: 11, 15 	Column Inches: 38 + 
Author: Ganzel, Eddie 
Title: Maisha Hatari, pt. 7 
Date: Jun 3 72 
Page Number: 6, 15 	Column Inches: 36 + 
Author: Ganzel, Eddie 
Title: Maisha Hatari, pt. 8 
Date: Jun 10 72 
Page Number: 10, 15 	Column Inches: 38 + 
591. Author: Ganzel, Eddie 
Title: Maisha Hatari, pt. 9 
Date: Jun 17 72 
Page Number: 10, 15 	Column Inches: 43 + 
Column Inches: 32 
Title: Ukimpata Mkomoe, pt Date: Nov 25 72 
Page Number: 4 
60c. Author: Ganzel, Eddi 
Title: Ukimpata Mkomoe, pt. Date: Dec 2 72 
Page Number: 12, 13 
60*. Author: Ganzel, Eddie 
Title: Ukimpata Mkomoe Date: Dec 9 72 
Page Number: *missing 
60e. Author: Ganzel, Eddie 
Title: Ukimpata Mkomoe, pt. Date: Dec 23 72 
Page Number: 13 
60*. Author: Ganzel, Eddie 
Title: Ukimpata Mkomoe 
Date: Dec 30 72 
Page Number: *missing 
60*. Author: Ganzel, Eddie 
Title: Ukimpata Mkomoe Date: Jan 6 73 
Page Number: *missing 
60f. 	Author: Ganzel, Eddie 
Title: Ukimpata Mkomoe, pt. ? Date: Jan 27 73 
Page Number: 6 
Eddie 
pt. 10 
Column Inches: 36 + 
Eddie 
pt. 11 
Column Inches: 35 + 
Eddie 
pt. 12 
Column Inches: 36 + 
Eddie 
Pt. 13 
Column Inches: 36 + 
Eddie 
Pt. 14 
Column Inches: 47 + 
Eddie 
pt. 15 
Column Inches: 27 + 
Eddie 
Pt. 16 
Column Inches: 37 + 
Column Inches: 25 + 
Column Inches: 32 + 
Column Inches: 
Column Inches: 23 + 
Column Inches: 
Column Inches: 
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593. 	Author: Ganzel, 
Title: Maisha Hatari, 
Date: Jun 24 72 
Page Number: 13, 15 
59k. Author: Ganzel, 
Title: Maisha Hatari, 
Date: Jul 1 72 
Page Number: 11 
59L. Author: Ganzel, 
Title: Maisha Hatari, 
Date: Jul 8 72 
Page Number: 13, 14 
Author: Ganzel 
Title: Maisha Hatari 
Date: Jul 15 72 
Page Number: 13, 15 
Author: Ganzel, 
Title: Maisha Hatari, 
Date: Jul 22 72 
Page Number: 10, 15 
590. Author: Ganzel 
Title: Maisha Hatari 
Date: Jul 29 72 
Page Number: 13 
59p. 	Author: Ganzel 
Title: Maisha Hatari 
Date: Aug 5 72 
Page Number: 6, 15 
60a. 	Author: Ganzel, Eddie 
Title: Ukimpata Mkomoe (If You 
Date: Sep 23 72 
Page Number: 11 
60*. 	Author: Ganzel. Eddie 
Title: Vkimpata Mkomoe 
Date: Oct 72 
Page Number: :missi n g 
50*. 	Author: Ganzel, Eddie 
Title: t:kimpata Mkomoe 
Date: Nov 	A 72 
Page Number: *missing 
60. Author: Ganzel, Eddie 
g. Author: Ganzel, Eddie 
tie: Ukimpata Mkomoe, pt. ? te: Feb 3 73 
ge Number: 11 
60*. Author: Ganzel, Eddie 
Title: Ukimpata Mkomoe 
Date: Feb 10 73 
Page Number: *missing 
61a. 	Author: Ganzel, Eddie Title: Harufu yn Mauaji (Scent of Date: Aug 4 73 
Page Number: 4, 13 	Column 
2 
Column Inches: 40 
Column Inches: 
Column Inches: 
60 
Ti 
Da 
Pa 
61b. 	Author: Ganzel, Eddie 
Title: Harufu ya Mauaji, pt 
Column Inches: 32 + 
Murder), pt. 1 
Inches: 40 + 
Column Inches: 28 + 
Column Inches: 
-1 5 
Page Number: 7 
Author: Ganzel, Eddi 
Title: Bwege Mtegoni, pt. 
Date: Feb 1 75 
Page Number: 9, 11 
Author: Ganzel, Eddie 
Title: Bwege Mtegoni, pt. 6 Date: Feb 8 75 
Page Number: 9 
Author: Ganzel, Eddie 
Title: Bwege Mtegoni, pt. 7 
Date: Feb 15 75 
Page Number: 9 
Author: Ganzel, Eddie 
Title: Bwege Mtegoni, pt. 8 
Date: Feb 22 75 
Page Number: 9 
Author: Ganzel, Eddie 
Title: Bwege Mtegoni, pt. 9 Date: Mar 1 75 
Page Number: 8 
62. Author: Ganzel, Eddie 
Title: Bwege Mtegoni, pt. 10 Date: Mar 8 75 
Page Number: 7, 8 
62k. Author: Ganzel, Eddie 
Title: Bwege Mtegoni, pt. 11 
Date: Mar 15 75 
Page Number: 7, 8 
62L. Author: Ganzel, 
Title: Bwege Mtegoni, 
Date: Mar 22 75 
Page Number: 10, 13 
Author: Ganzel, 
Title: Bwege Mtegoni, 
Date: Mar 29 75 
Page Number: 7, 11 
Author: Ganzel, 
Title: Bwege Mtegoni, 
Date: Apr 5 75 
Page Number: 7 
e 
Column Inches: 41 + 
5 
Column Inches: 40 + 
Column Inches: 24 + 
Column Inches: 37 + 
Column Inches: 36 + 
Column Inches: 40 + 
Column Inches: 54 + 
Column Inches: 37 
Eddie 
Pt. 12 
Column Inches: 35 + 
Eddie 
Pt. 13 
Column Inches: 71 + 
Eddie 
pt. 14 
Column Inches: 37 + 
Date: 	Aug 	11 	73 
Page Number: 	6 Column Inches: 31 	+ 
61c. 	Author: 	Ganzel, 	Eddie 
Title: 	Harufu ya Mauaji, 	pt. 3 
Date: 	Aug 	18 	73 
Page Number: 	13 Column Inches: 30 	+ 
61d. 	Author: 	Ganzel, 	Eddie 
Title: 	Harufu ya Mauaji, 	pt. 4 
Date: 	Aug 	25 	73 
Page Number: 	12 Column Inches: 30 	+ 
61e. 	Author: 	Ganzel, 	Eddie 
Title: 	Harufu ya Mauaji, 	pt. 5 
Date: 	Sep 	1 	73 
Page Number: 	13 Column Inches: 28 	+ 
61f. 	Author: 	Ganzel, 	Eddie 
Title: 	Harufu ya Mauaji, 	pt. 6 
Date: 	Sep 	8 	73 
Page Number: 	11 Column Inches: 30 	+ 
61g. 	Author: 	Ganzel, 	Eddie 
Title: 	Harufu ya Mauaji, 	pt. 7 
Date: 	Sep 	15 	73 
Page Number: 	13 Column Inches: 26 + 
61h. 	Author: 	Ganzel, 	Eddie 
Title: 	Harufu 	ya Mauaji, 	pt. 8 
Date: 	Sep 	22 	73 
Page 	Number: 	11 Column Inches: 27 
62a. Author: Ganzel, Eddie 
Title: Bwege Mtegoni (Fool in 
Date: Jan 4 75 
Page Number: 5 
a Trap), pt. 1 
Column Inches: 37 + 
62b. Author: Ganzel, Eddie 
Title: Bwege Mtegoni, pt. 2 
Date: Jan 11 75 
Page Number: 5, 7 	Column Inches: 36 + 
62c, Author: Ganzel, Eddie 
Title: Bwege Mtegoni, Pt. 3 
441. 	Date: Jan 18 75 Page Number: 7 	Column Inches: 37 + 
62d. 	Author: Ganzel, Eddie 
Title: Bwege Mtegoni, pt. 4 
Date: Jan 25 75 
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62o. 	Author: Ganzel, 
Title: Bwege Mtegoni, 
Date: Apr 12 75 
Page Number: 9 
Author: Ganzel, Eddie 
Title: Ladha ya Fedha (The Taste of Money) 
Date: Apr 19 75 
Page Number: 6, 7 	Column Inches: 
Author: Ganzel, Eddie 
Title: Ladha ya Fedha, pt. 2 
Date: Apr 26 75 
Page Number: 4 
630. Author: Ganzel, Eddie 
Title: Ladha ya Fedha, pt. 3 
Date: May 3 75 
Page Number: 6, 7, 11 	Column Inches: 46 + 
Author: Ganzel, Eddie 
Title: Ladha ya Fedha, pt. 4 
Date: May 10 75 
Page Number: 6 	Column Inches: 32 + 
Author: Ganzel, Eddie 
Title: Ladha ya Fetilia, pt. 5 
Date: May 17 75 
Page Number: 4, 5 	Column Inches: 27 + 
Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 6 
Date: May 24 75 
Page Number: 8, 9, 15 
Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 7 
Date: May 31 75 
Page Number: 9, 10 	Column Inches: 49 + 
Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 8 
Dnte: Jun 7 75 
Page Number: 6 	Column Inches: 24 + 
Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 9 
Date: Jun 14 75 
Page Number: 8 	Column inches: 28 + 
61j. 	Author: Ganzel, Eddie  
Title: Ladha ye Fedha, pt. 10 
Date: Jun 21 75 
Page Number: 9 	Column Inches: 31 + 
63k. Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 11 Date: Jun 28 75 
Page Number: 6 	Column Inches: 31 + 
63L. Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 12 
Date: Jul 5 75 
Page Number: 9 	Column Inches: 30 + 
635. Author: Ganzel, Eddie 
Title: Ladha ya Fedha, pt. 13 
Date: Jul 12 75 
Page Number: 7 	Column Inches: 30 + 
63n. Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 14 
Date: Jul 19 75 
Page Number: 6 	Column Inches: 31 + 
630. Author: Ganzel, Eddie 
Title: Ladha ya Fedha, pt. 15 
Date: Jul 26 75 
Page Number: 9 
Author: Ganzel, Eddie 
Title: Ladha ya Fedha, pt. 16 Date: Aug 2 75 
Page Number: 9 
Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 17 
Date: Aug 9 75 
Page Number: 9 
Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 18 Date: Aug 16 75 
Page Number: 9 
Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 19 
Date: Aug 23 75 
Page Number: 9 
Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 20 
Eddie 
Pt. 15 
Column Inches: 30 + 
, pt. I 
28 + 
Column Inches: 32 + 
Column Inches: 37 + 
Column Inches: 30 + 
Column Inches: 30 + 
Column Inches: 26 + 
Column Inches: 34 + 
Column Inches: 21 + 
454 
Date: Aug 30 75 
Page Number: 6, 10 
	Column Inches: 51 + 
Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 21 
Date: Sep 6 75 	Column Inches: 53 + Page Number: 6, 11 
Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 22 
Date: Sep 13 75 	Column Inches: 60 + Page Number: 6, 11 
6314. 	Author: Ganzel. Eddie 
Title: Ladha ye Fedha, pt. 23 
Date: Sep 20 75 	Column Inches: 58 + Page Number: 6, Ii 
Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 24 
Date: Sep'27 75 	Column Inches: 27 + Page Number: 14 
Author: Ganzel, Eddie 
Title: Ladha ye Fedha, pt. 25 
Date: Oct 4 75 	Column Inches: 38 + Page Number: 10 
Author: Ganzel, Eddie 
Title: Uhasama (Enmity), pt. 1 
Date: Aug 7 76 
Page Number: 8 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 2 
Date: Aug 14 76 
Page Number: 9 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 3 
Date: Aug 21 76 
Page Number: 9 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 4 
Date: Aug 28 76 
Page Number: 8 
61e. 	Author: Ganzel, Eddie 
Title: Uhasama, pt. 5 
Date: Sep 4 76  
455 
Page Number: 8 	Column Inches: II + 
61f. 	Author: Ganzel, Eddie 
Title: Uhasama, pt. 6 
Date: Sep 11 76 
Page Number: 8, 10 	Column Inches: 31 + 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 7 
Date: Sep 18 76 
Page Number: 8 	Column Inches: 47 + 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 8 
Date: Sep 25 76 
Page Number: 8,9 	Column Inches: 50 + 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 9 
Date: Oct 2 76 
Page Number: 8 	Column Inches: 52 + 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 10 
Date: Oct 9 76 
Page Number: 8 	Column Inches: 42 + 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 11 
Date: Oct 16 76 
Page Number: 8 	Column Inches: 49 + 
64L. Author: Ganzel, Eddie 
Title: Uhasama, pt. 12 
Date: Oct 23 76 
Page Number: 8 	Column Inches: 44 + 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 13 
Date: Oct 30 76 
Page Number: 8 	Column Inches: 43 + 
Author: Ganzel, Eddie 
Title: Uhasama. pt . 14 
Date: Nov 6 76 
Page Number: 8 	Column Inches: 55 + 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 15 
Date: Nov 13 76 
Page Number: 8 	Column Inches: 49 4 
Column Inches: 49 + 
Column Inches: 37 + 
Column Inches: 47 + 
Column Inches: 44 + 
Author: Hailey, Alex Title: Asili, pt. 11 Date: Jul 	7 79 Page Number: 6 
65L. Author: Hailey, Alex 
Title: Asili, pt. 12 
Date: Jul 14 79 
Page Number: 6 
65m. Author: Halley, Alex 
Title: Asili, pt. 13 
Author: Halley, Alex Title: Asili, pt. 10 
Date: Jun 30 79 
Page Number: 8 
Column Inches: 37 + 
65i. 	Author: Hailey, Alex Title: Asili, pt. 9 
Date: Jun 23 79 
Page Number: 6 
Column Inches: 41 + 
65h. Author: Halley, Alex 
Title: Asili, pt. 8 
Date: Jun 16 79 
Page Number: 6 
Column Inches: 48 + 
65g. Author: Hailey, Alex 
Title: Asili, pt. 7 
Date: Jun 2 79 
Page Number: 9 
Column Inches: 36 + 
65f. Author: Halley, Alex 
Title: Asili, pt. 6 
Date: May 26 79 
Page Number: 9 
Column Inches: 27 + 
65e. Author: Halley, Alex 
Title: Asili, pt. 5 
Date: May 19 79 
Page Number: 6 
Column Inches: 35 + 
65d. Author: Halley, Alex 
Title: Asill, pt. 4 
Date: May 12 79 
Page Number: 6 
Column Inches: 42 + 
Title: Asili, pt. 3 
Date: May 5 79 
Page Number: 6, 9 	Column Inches: 49 
Column Inches: 41 + 
Column Inches: 60 + 
64p, Author: Ganzel, Eddie 
Title: Chasama, pt. 16 
Date: Nov 20 76 
Page Number: 8 	Column Inches: 49 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 17 
Date: Nov 27 76 
Page Number: 8 	Column Inches: 50 + 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 18 
Date: Dec 4 76 
Page Number: 8 	Column Inches: 40 + 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 19 
Date: Dec 11 76 
Page Number: 6 	Column Inches: 31 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 20 
Date: Dec 18 76 
Page Number: 7, 8, 9 	Column Inches: 38 + 
54u. Author: Ganzel, Eddie 
Title: Uhasama, pt. 21 
Data: Dec 25 76 
Page Number: missing 	Column Inches: 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 22 
Date: Jan 	1 77 
Page Number: missing 	Column Inches: 
Author: Ganzel, Eddie 
Title: Uhasama, pt. 23 
Date: Jan 8 77 
Page Number: 8, 9 	Column Inches: 40 + 
65a. 	Author: Hailey, Alex 
Title: Asili !Roots), pt. 1 
Date: Apr 21 79 
Page Number: 6 	Column Inches: 36 + 
.41c 	65b. 	Author: Halley, Alex 
Title: Asili, pt. 2 
Date: Apr 28 79 
Page Number: 6 	Column Inches: 48 + 
65c. 	Author: Halley, Alex 
Date: Jul 21 79 
Page Number: 8, 9 
Author: Hailey, Alex 
Title: Asiii, pt. 14 
Date: Jul 28 79 
Page Number: 8, 9 
Author: Halley, Alex 
Title: Asili, pt. 15 
Date: Aug 4 79 
Page Number: 9, 9 
Author: Halley, Alex 
Title: Asili, pt. 16 
Date: Aug 11 79 
Page Number: 8 
Author: Hailey, Alex 
Title: Asili, pt. 17 
Date: Aug 18 79 
Page Number: 8, 9 
Author: Halley, Alex 
Title: Asili, pt. 18 
Date: Aug 25 79 
Page Number: 8 
Column Inches: 76 + 
Column Inches: 78 + 
Column Inches: 61 + 
Column Inches: 52 + 
Column Inches: 84 + 
Column Inches: 25 + 
66. Author: Ibrahim, Kayeyo 
Title: Tamaa Mbele, Mwisho Mauti 
the End) 
	 (Desire in Front, Death at 
Date: Oct 10 70 
Page Number: 12, 15 	Column Inches: 35 + 
67. 	Author: 
Title: Pang° 
Date: Dec 16 
Page Number: 
Januari, Simon K. 
is Mifupa 
67 
6, 16 
ya Watu (Cave of Human Bones) 
Column Inches: 48 
Author: Job, Sam (Nairobi) 
Title: Kila Mtu Ale Haki Yake (Every Person Should Get 
What's Coming to Him) 
Date: Mar 26 64 
Page Number: 10, 12 	Column Inches: 41 
Author: Julius, Ambrose 
Title: Mwerevu Hajinyoi (A Smart Person Doesn't Shave Himselfl 
Date: Sep 23 67 
Page Number: 6 	Column Inches: 55 
158 
Column Inches: 27 
72. Author: Kadibo, Peter M. 
Title: Utanijutia (You'll Miss Me) Date: Jun 8 68 
Page Number: 6 
Column Inches: 37 
Column Inches: 36 
71. Author: Kadibo, Peter M. (Tanga) 
Title: Bi. Zata Kwini wa Kufukua Maiti (Ms. Zata the Queer of Digging Up Corpses)  Date: Aug 5 67 
Page Number: 12 
70. 	Author: Kadibo, P.M. 
Unintentional Homicide) Title: Niko Jela kwa Kuua Bila Kukusudia (I'm in Jail for 
Date: Jun 17 67 
Page Number: 6 
Author: Kagissa, Peter 
Title: Mtoto Mpotevu Akutwa Maiti (Evil Child Gets Found a Corpse), p . 1  
Date: May 9 64 
Page Number: 7, 12 
Author: Kagissa, Peter 
Title: Mtoto Mpotevu Akutwa Maiti, pt. 2 Date: May 16 64 
Page Number: 7, 11 	Column Inches: 42 
74a. Author: Kahaso, Raphael 
Title: Usiku wa Mauaji 
(Night of Murder) Date: Jan 26 74 
	
, pt. 	1 Page Number: 8 
Inches: 50 
Column Inches: 50 + 
74c. Author: Kahaso, Raphael 
Title: Usiku wa Mauaji, pt. 3 Date: Feb 9 74 
Page Number: 9, 11 
75. Author: Kalawa, Jackson 
Title: Lipa Kodi ya Masanja (Pay the gang of criminals)) 
Date: Feb 26 66 
Page Number: 11, 12 
Column Inches: 52 
Column 
74b. Author: Kahaso, Raphael 
Title: Usiku wa Mauaji, pt. 2 Date: Feb 2 74 
Page Number: 6, 7 
Column Inches: 46 
Masanja Tax (name of a 
Column Inches: 24 76. Author: Kambona, R.S. (Dar) 
460 
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Title: Najua Uko Mbioni Kufanya Uganga Nikurudie (I Know 
You're Hurrying to Cast a Spell To Make Me Return to You) 
Date: Jul 10 65 
Page Number: 7, 8, 12, 15 	Column Inches: 56 
Author: Karashani, P.R. 
Title: Vita Havina Macho (War Doesn't Have Eyes) 
Date: Dec 19 64 
Page Number: 6, 10 	Column Inches: 37 
Author: Kashkash Title: Shahidi Aliyeshtua Korti (Witness Who Shocked the 
Court) 
Date: Oct 8 66 
Page Number: 10, 11 	Column Inches: 47 
Author: Kashkash Title: Mrembo Mwenye Mikiki (Beautiful Woman with Spears), 
pt. 1 
Date: Feb 17 68 Page Number: 8 Column Inches: 43 (+ cartoons by 'Fred') 
Author: Kashkash 
Title: Mrembo Mwenye Mikiki, pt. 2 
Date: Feb 24 68 
Page Number: 8 	Column Inches: 36 
Author: Kashkash 
Title: Mrembo Mwenye Mikiki, pt. 3 
Date: Mar 2 68 
Page Number: 6 	Column Inches: 25 
80. Author: Kashuru, Adam Title: Uvumbuzi wa Chakula na Dawa za Nyoka (Discovery of 
Snake Food and Medicine) 
Date: Jun 25 66 Page Number: 7, 15, 16, 17 Column Inches: 139 (1st prize) 
81s. 	Author: Katalambula, Diana Title: Mvuke wa Damu (Steam-Cloud of Blood), pt. 1 
Date: Jan 7 78 
Page Number: 8 	Column Inches: 36 + 
Authcr: Katalambula, Diana 
Title: Mvuke wa Damu, pt. 2 
Date: Jan 14 78 
Ak 	Page Number: 8 	Column Inches: 27 + 
Author: Katalambula, Diann 
Title: Mvuke wa Damu, pt. 3 
Date: Jan 21 78 
Page Number: 8, 9 	Column Inches: 22 + 
Author: Katalambula, Diana 
Title: Mauti kwa Maiti (Death for a Corpse), pt. 1 Date: Jan 28 78 
Page Number: 8 	Column Inches: 64 + 
Author: Katalambula, Diana 
Title: Mauti kwa Maiti, pt 2 
Date: Feb 4 78 
Page Number: 8 	Column Inches: 36 + 
Author: hatalambula, Diana 
Title: Mauti kwa Haiti, pt. 3 
Date: Feb 11 78 
Page Number: 8 	Column Inches: 27 + 
Author: Katalambula, Diana 
Title: Mauti kwa Haiti, pt. 4 
Date: Feb 18 78 
Page Number: 8 	Column Inches: 16 (never cont.) 
Author: Katalambula, F.H.H. 
Title: Nia Yangu Nimpeleke Kisura Huyu Ahera (My Intent Is 
to Send This Playgirl to the Afterlife) 
Date: Sep 19 64 
Page Number: 11 	Column Inches: 36 
Author: Katalambula, F.H.H. 
Title: Heshima Kitu cha Bure (Respect Costs Nothing) Date: Mar 30 74 
Page Number: 6, 7 	Column Inches: 42 + 
Author: Katili, Sumu 
Title: Kiberenge (male protagonist's name), pt. 1 Date: Oct 22 77 
Page Number: 8, 9, 11 	Column Inches: 62 + (never cont.) 
Author: haule, S.T. 
Title: Napambana na Mfalme wa Majizi (I Run Afoul of the King of Thieves), pt. 1 
Date: Feb 23 63 
Page Number: 6, 12 
Author: Kaule, S.T. 
Title: Napambana na Mfalme wa Majizi, pt. 2 Date: Apr 9 63 
Page Number: 8 	Column Inches: 23 
Author: Kaule, S.T. 
Title: Napambana na Mfalme wa Majizi, pt. 3 
Column Inches: 43 
Date: Apr 16 63 
Page Number: 8 Column Inches: 23 
87. 	Author: Kibwezi, Kariuki Francis 
Title: Ya Mungu Ni Mengi (God 
Date: Mar 12 64 
Page Number: 14, 16 Column Inches: 35 
Works in Many Ways) 
88. Author: Kidege, Kea Mohamed 
Title: Mtibua Penzi Apigwa 'Dunga' (Love Doctor Gets an 
Injection) 
Date: Jan 7 67 
Page Number: 11 	Column Inches: 34 
89. 	Author: Kiso, J.M. 
Title: Majuto Huja Nyuma 
Date: Jul 8 67 
Page Number: 12 
(Regrets Always Come from Behind) 
Column Inches: 58 
Author: Ki8O, J.N. 
Title: Mapenzi ya Hospitali (Hospital Love Affair, pt. 1 
Date: Sep 16 67 
Page Number: 12 
Author: Kiso, J.N. 
Title: Mapenzi ya Hospitali, pt. 2 
Date: Sep 23 67 
Page Number: 16 
Author: Kundanda, Oman i Juma (Mafia) 
Title: Unapokiokota Tahadhari (When You Find It, Watch Out' 
Date: Aug 26 67 
Page Number: 8 
Author: Kunumbara, D.M.M. 
Title: Kisura Kaniuza Nikatandikwa (Playgirl Sells Me and 
Get Laid Out) 
Date: Dec 31 66 
Page Number: 12 
Column Inches: 32 
Column Inches: 16 
Column Inches: 31 
Column Ineaes: 28 
93. Author: Kunumbara, D.M.M. (Dar) 
Title: Tamaa Yenye Majuto (Desire that 
Date: May 6 67 
Page Number: 10, 14 
Bears Regrets) 
Column Inches: 46 
Author: Lamu M.D. 
Title: Maiti ya Msichana (A Girl's Corpse), pt. 1 
Date: Feb 28 81 
Page Number: 9 	Column Inches: 23 
Author: Lamu M.D. 
Msichana, pt. 2 Ya 81 
9 
!4L. Author: Lamu 
iitla: Maiti ya M.D. Msichana, 
Column Inches: 27 + 
Pt. 4 
Column Inches: 30 + 
Pt,. 5 
Column Inches: 24 + 
Pt. 6 
Column Inches: 40 + 
Column Inches: 41 + 
Pt. 10 
Column Inches: 31 + 
Pt. 11 
Column Inches: 34 + 
Pt. 12 
462 
163 Title: Haiti 
Date: Mar 7 
Page Number: 
94c. Author: Lamu M.D. 
Title: Haiti ya Msichana, pt. 3 Date: Mar 14 81 
Page Number: 9 
Author: Lamu M.D. 
Title: Haiti ya Msichana, Date: Mar 21 81 
Page Number: 9 
Author: Lamu M.D. Title: Maiti ya Msichana 
Date: Mar 28 81 
Page Number: 8 
Author: Lamu M.D. 
Title: Maiti ya Msichana, Date: Apr 4 81 
Page Number: 9, 11 
Author: Lamu M.D. 
Title: Haiti ya Msichana, pt. 7 Date: Apr 11 81 
Page Number: 9, 11 
Author: Lamu M.D. 
Title: Maiti ya Msichana, pt. 8 Date: Apr 18 81 
Page Number: 9 
Author: Lamu M.D. 
Title: Maiti ya Msichana, pt. 9 Date: Apr 25 81 
Page Number: 8 
Author: Lamu M.D. 
Title: Maiti ya Msichana, Date: May 2 81 
Page Number: 9 
Author: Title: Maiti 
Date: May 9 
Page Number: 
Laou M.D. 
Ya Msichana, 
81 
9 
Column Inches: 27 + 
Column Inches: 36 + 
Column Inches: 26 + 
to Him as He Does to You 
Column Inches: 64 +? 
108. 	Author: Manji, Akberal 
Date: Sep 20 80 Title: Juma Aenda Vitani (Juma Goes to War) 
Column inches: 77 
Column Inches: 27 
Column Inches: 58 
Date: Feb 1 69 
Page Number: 7, 12 
101c. Author: Lwoga, Denis 
Title: Pakia Twende, pt. 3 Date: Feb 8 69 
Page Number: 6, 10 
102. 	Author: Macha, W.A. 
Title: Mashaka Ni Hatari Lakini Imani Huokoa (Doubts Are Danger But Belief Always Comes to the Rescue) Date: Apr 2 66 
Page Number: 10, 12,14 	Column Inches: 71 
106. Author: Mambo, Leonard 
Title: Asiyefunzwa na Wazazi Hufundishwa na Dunia (One Who Isn't Taught by His Parents Is Usuall Date: Oct 15 66 y Taught by the World) 
Page Number: 8, 13, 16, 18 Column Inches: 96 
107. Author: Mandari, Juraj H. 
Date: Nov 27 71 Title: Majuto Mjukuu (Regrets Are [like) a Grandoh1ld1 Page Number: 13, 14 
Column Inches: 53 + 
Author: Macrea, 
J.S. 
Astonishing Love Affairs) Title: Kisa cha Mapenzi Matatu ya •jabu (Story of Three Date: Jun 24 67 
Page Number: 12, 14, 15 	Column Inches: 56 
Author: Magerason, Issa I. 
Title: Usiache Mbachao kwa Msala Upitao (Don't Leave Your [old familiar] Mat for One You Pass By Date: Jun 22 74 ) Page Number: 7, 10, 11 	Column Inches: 78 + 
Author: Magwaza, W.W. (Tanga) 
Days fare numbered)), pt. 1 Title: Maharamia Wajua Siku Zao (Gangsters Realize Their Date: Jan 2 64 
Page Number: 6, 7 
Author: Magwaza, W.W. 
Date: Jan 9 64 Title: Maharamia Wajua Siku Zao, pt. 2 
Page Number: 7, 10, 11 	Column Inches: 90 
464 
Date: May 16 81 
Page Number: 8 
Author: Lamu M.D. 
Title: Maiti ya Msichana, 
Date: May 23 81 
Page Number: 9 
Author: Lamu M.D. 
Title: Maiti ya Msichana, 
Date: May 30 81 
Page Number: 8, 11 
95. Author: Lazaro, Robert N. (Aga Khan P.S., Musoma) 
Title: Kodi ya Mauti (Price of Death) 
Date: Feb 25 67 
Page Number: 12 	Column Inches: 53 
Lazaro, R. 
cha Mauti (Deadly Intoxicant) 
67 
	
12 	Column Inches: 40 
Author: Lazaro, R. 
Title: Siasa Yamfundisha Kujitegemea (Politics Teaches Him 
Self-Reliance) 
Date: Jul 	1 67 
Page Number: 10 	Column Inches: 37 
Author: Lazaro, R.M. 
Title: Mtende Akutendae! (Do 
Date: Aug 12 67 
Page Number: 12, 14 
Author: Lazaro, Robert 
Title: Tume ya Magaidi (Business of Gangsters (gang 
Date: Feb 10 68 
Page Number: 9 	Column Inches: 36 
Author: Lucas, Augustine 
Title: Honorata (Honorata) 
Date: Jan 12 74 
Page Number: 7 	Column Inches: 52 
10Ia. 	Author: Lwoga, Denis Title: Pakia Twende (Load Up and Let's Go), pt. 
Date: Jan 25 69 
Page Number: 11, 12 	Column Inches: 59 
10Ib. 	Author: Lwoga, Denis 
Title: Pakia Twende, pt. 2 
Column Inches: 32 + 
pt. 13 
Column Inches: 42 + 
pt. 14 
Column Inches: 31 + 
96. 	Author: 
Title: Kileo 
Date: Apr 29 
Page Number: 
name 11 
' 
■•• 
Page Number: 9 
	Column Inches: 26 
Title: Mtoto Asha na Polisi (The Child Asha and the Police) 109. Author: Manji, Akberal 
Date: Sep 27 80 
Page Number: 9 
Author: Masao, F.T.N. Title: Mshika late Hupoteza Yote (One Who Grabs for 
Everything Always Loses Everything), pt. 1 
Date: Nov 7 64 
Page Number: 7, 12 	Column Inches: 35 
Author: Masao, F.T.N. 
Title: Mshika Yote Hupoteza Yote, pt. 2 
Date: Nov 14 64 	Column Inches: 16 Page Number: 10 
Author: Masharubu Title: Ujanja Wampeleka Pabaya (Cleverness Gets Him into 
Bad Place) 
Date: Oct 17 64 	Column Inches: 31 Page Number: 8 
Author: Mazuma, R.M.M. 
Title: Umezubaa! (You're Astonished!) 
Date: Sep 26 70 	Column Inches: 31 + Page Number: 8, 17 
Author: Mbalale, D. Title: Mtu Aliyechezea Kifo (The Man Who Played with Deatto 
Date: Feb 4 67 
Page Number: 10, 14 	Column Inches: 21 
Author: Mbalale, D. 
Title: Pendo la Scloa (Marriage Love), pt. 1 
Date: Feb 14 70 
Page Number: 6 	Column Inches: 51 
Author: Mbalale, D. 
Title: Pendo la tidos, pt. 2 
Date: Feb 21 70 	Column Inches: 30 + Page Number: 6 
Author: Mbalale, D. 
Title: ?endo la Ndoa, pt. 3 
Date: Feb 28 70 
Page Number: 7, 14 	Column Inches: 46 
111d. 	Author: Mbalale, D. Title: Pendo Is Ndoa. pt. 4  
Column Inches: 35 + 
Olga), pt. 1 
Date: Feb 27 65 
Page Number: 6, 12 	Column Inches: 34 
Maybe She Could Resurrect My Mother) Me [any more, and if she could make me break this oath) 
Title: Hanioni Labda Amfufue Mama Kazimuni (She's Not SPeing 
117. 	Author: Mbelwa, J.C. 
Page Number: 8 
Date: Dec 25 64 
Title: Naponea Chupuchupu 
116. Author: Mbelwa, J.0 
Date: Sep 26 70 
Page Number: 11, 15 	Column Inches: 36 + 
Title: Otomari na Olga, pt. 2 
115b. Author: Mbalale, Damiani 
(I Have a Lucky Escape) 
Column Inches: 22 
Column Inches: 21 + 
11Ra. Author: Mbelwa, Shukuru 
Title: Leo Nitamkomoa (Today I'll Get to Defile Her), pt. 1 Date: Apr 10 76 
Page Number: 8 	
Column Inches: 42 + 
118b. Author: Mbelwa, Shukuru 
Title: Leo Nitamkomoa, pt. 2 
Date: Apr 17 76 
Page Number: 8, 10 	
Column Inches: 56 + 
Author: Mbelwa, Shukuru 
Title: Katibu Tarafa (Distrisq. Clerk), pt. 1 Date: Jul 17 76 
Page Number: 8 	
Column Inches: 30 + 
Author: Mbelwa, Shukuru 
Title: Katibu Tarafa, pt. 2 Date: Jul 31 76 
Page Number: 8 	
Column Inches: 34 + 
120. Author: Mbobera, Chris 
Column Inches: 18 + 
Column Inches: 34 
115a. Author: Mbalale, Damiani 
Title: Otomari na Olga (Otomari Date: Sep 19 70 
Page Number: 11 
Date: Mar 7 70 
Page Number: 12, 14 
114e. 	Author: Mbalale, D. 
Title: Pendo la Ndoa, pt. 5 
Date: Mar 14 70 
Page Number: 13 
and 
, 
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Title: Bibi Aliota Adhulumiwa! (Lady Dreams She's Been 
Wronged!) 
Date: Jan 14 67 
Page Number: 11 	Column Inches: 30 
121. Author: Mbomera, Charles 
Title: Mpiga Masuti Aliyemtoa Jasho Baniani (Suit Maker Who 
Made the Asian Sweat) 
Date: Feb 11 67 
Page Number: 7 	Column Inches: 28 
Author: 	Mbomera, 	Charles 
Title: 	Siku Nyingi 	Nakumezea Mate, 	Lakini...(For a Long Time 
My Mouth's Been Watering 	for You, 	But...) 
Date: 	Mar 	4 67 
Page Number: 	12, 	13, 	15 	Column Inches: 	70 
Author: 	Mbomere, 	Christ 
Title: 	Kauvaa kwa Naiz 	(Dresses Like a Playboy) 
Date: 	Apr 	1 	67 
Page Number: 	6, 	12, 	14 	Column Inches: 62 
124a. 	Author: 	Mchangamwe, 	Azizi 
Title: 	Mwaliko we 	Bastola 	(Pistol 	Blast), pt. 1 
Date: 	Jan 	15 	77 
Page Number: 	6, 	9 Column Inches: 60 
124b. 	Author: 	Mchangamwe, 	Azizi 
Title: 	Mwaliko we 	Bastola, 	pt. 	2 
Date: 	Jan 22 	7 7 
Page Number: 	8, 	10 Column Inches: 61 
I24c. 	Author: 	Mchangamwe, 	Azizi 
Title: 	Mwaliko we 	Bastole, 	pt, 	3 
Date: 	Jan 	29 	77 
Page Number: 	6, 	9, 	11 	Column Inches: 70 + 
Author: 	Mchaagamwe, 	Azizi 
Title: 	Mwaliko we 	Bastola, 	pt. 	4 
Date: 	Feb 	5 77 
Page Number: 	6, 	10 Column Inches: 50 + 
Author: 	Mchangamwe, 	Azizi 
Title: 	Mwaliko we 	Bastola, 	pt. 	5 
Date: 	Feb 	12 	77 
Page Number: 	8. 	9 Column Inrhes: 54 + 
Author: 	Mchangnmwe, 	Azizi 
Title: 	Mwaliko we 	Bastola, 	pt. 	6 
Date: 	Feb 	19 	77 
Page Number: 	8, 	9 Column Inrhes: n6 + 
Author: 	Mchangsmwe, 
Title: 	Mwaliko wa Bastola, 
Date: 	Feb 26 	77 
Page Number: 	8, 	10 
Author: 	Mchangamwe, 
Title: 	Mwaliko wa 	Bastola, 
Date: 	Mar 	5 	77 
Page Number: 	8, 	9 
Azizi 
pt. 	7 
Column 
Azizi 
pt. 	8 
Column 
Inches: 
Inches: 
76 
68 
+ 
+ 
1241. 	Author: 	Mchangamwe, 
Title: 	Mwaliko wa 	Bastola, 
Azizi 
pt. 	9 Date: 	Mar 	12 	77 
Page Number: 	8, 	9 Column Inches: 33 + 
124j. 	Author: 	Mchangamwe, 
Title: 	Mwaliko we 	Bastola, 
Azizi 
pt. 	10 Date: 	Mar 	19 	77 
Page Number: 	9 Column Inches: 34 + 
124k. 	Author: 	Mchangamwe, 
Title: 	Mwaliko we Bastola, 
Azizi 
pt. 	11 Date: 	Mar 26 	77 
Page Number: 	8 Column Inches: 52 + 
124L. 	Author: 	Mchangamwe, 
Title: 	Mwaliko wn 	Bastola, 
Azizi 
pt. 	12 Date: 	Apr 	2 	77 
Page Number: 	8 Column Inches: 38 + 
Author: 	Mchangamwe, 
Title: 	Mwaliko 	wa 	Bnstola, 
Azizi 
pt. 	13 Date: 	Apr 	9 	77 
Page Number: 	8 Column Inches: 58 + 
Author: 	Mchangamwe, 
Title: 	Mwaliko wa 	Bastola, 
Azizi 
pt. 	14 Date: 	Apr 	16 	77 
Page Number: 	8 Column Inches: 32 + 
Author: 	Mchangamwe, 
Title: 	Mwaliko wa 	Bnstola, 
Azizi 
pt. 	15 Date: 	Apr 23 	77 
Page Number: 	8, 	10 Column Inches: 82 + 
Author: 	Mchangnmwe, 
Title: 	MwalOto wn 	Bastola, 
Azizi 
pt. 	16 Date: 	Apr 30 	77 
Page 	Number: 	7, 	9 Column Inches: 53 
124q. 	Author: MchnnRamwe, AZi71 
469 
Title: Mwnliko wit Bastola, 
Date: May 7 77 
Page Number: 8 
124r... Author: Mchangamwe, Azizi 
Title: Mweliko wa Bastoln, pt. 18 
Date: May II 77 
Page Number: 9 	Column Inches: 
124s. Author: Mchangamwe, Azizi 
Title: Mwaliko wa Bastola, pt. 19 
Date: May 21 77 
Page Number: 8, 9 	Column Inches: 30 + 
Author: Mchangamwe, Azizi 
Title: Akili Zahe Si Nzuri (His Mind Ts No Good), 
Date: May 28 77 
Page Number: 8 	Column . Inches: 52 + 
Author: Mchangamwe, Azizi 
Title: Akili Zake Si Nzuri, pt. 2 
Date: Jun 	1 77 
Page Number: 8 	Column Inches: 35 + 
I25c. Author: Mchangamwe, Azizi 
Title: Akili Znke Si Nzuri, pt. 3 
Date: Jun II 77 
Page Number: 8, 10, 12 	Column Inches: 65 + 
125d. Author l Mchangamwe, Azizi 
Title: Akili Zake Si Nzuri. pt. 4 
Date: Jun 18 77 
Page Number: 8 	Column Inches: 16 + 
pt. 17 
Column inches: 43 + 
6 1 + 
470 
pt. 1 
Column Inches: 27 + 
Author: Mchangamwe, Azizi 
Title: Akili Zake Si Nzuri, pt. 17 Date: Oct 	I 77 
Page Number: 8 
Column Inches: 23 + 
Author: Mchangamwe, Azizi 
Title: Akili Zake 3i Nzuri, pt. 18 Date: Oct 8 77 
471 
Date: Jul 23 77 
Page Number: 9 
Column Inches: 25 + 
1251. .Author: Mchangamwe, Azizi 
Title: Akili Zake Si Nzuri, pt. 9 Date: Jul 30 77 
Page Number: 8 
Column inches: 15 + 
Author: Mchangamwe, Azizi 
Title: Ahili Zake Si Nzuri, pt. 10 Date: Aug 6 77 
Page Number: 8 
Column Inches: 27 + 
Author: Ichangamwe, Azizi 
Title: Akili Zake Si Nzuri, pt. 11 Date: Aug 20 77 
Page Number: 8 
Column Inches: 28 + 
125L. 	Author: Mchaniznmwe, Azizi 
Title: Akili Zake Si Nzuri, pt. 12 Date: Aug 27 77 
Page Number: 8, II 	Column Inches: 40 + 
125m. 	Author: Mchangamwe, Azizi 
Title: Akili Znke Si Nzuri, pt. 13 Date: Sep 3 77 
Page Number: 8 
Column Inches: 28 + 
I25n. 	Authnr: ..r-hanizamwe, Azizi 
Title: Akili Zake Si Nzuri, pt. 11 Date: Sop 10 77 
Page Number: 
Column Inchea: 20 + 
Author: Mchangamwe, Azizi 
Title: Akkli Zake Si Nzuri, pt. 5 
I25e. Author: Mchangamwe, Azizi 
Column Inches: 34 + 
Title: Akili Zak 	Si Nzuri, pt. 15 Date: Sep 17 77 Date: Jun 25 77 
Author: Mrhangamwe, Azizi 
Page Number: 12, 14 Page Number: 8 	Column Inches: 24 + 
Title: Ahili Zake Si Nzuri, pt. 16 Title: Akili Zake Si Nzuri, pt. 
125f. Author: Mchangamwe, 
Date: Jul 2 77 	
Azizi 
6 
Page Number: 9 
Date: Sep 24 77 
Page Number: 8 Column Inches: 34 + 
I25g. Author: Mchangamwe, Azizi 
Title: Akili Zake Si Nzuri. pt. 7 
Date: Jul 9 77 
Page Number: 8 	Column Inches: 18 + 
125h. Author: Mchangamwe, Azizi 
Title: Akill Zake Si Nzuri, pt. 8 
126c. Author: Mchangamwe, Azizi 
Title: Misumbuko, pt. 3 
Date: Apr 22 78 
Page Number: 9 Column Inches: 32 + 
126h. Author: Mchangamwe, Azizi 
Title: Masumbuko, pt. 8 
Date: Jun 3 78 
Page Number: 8 Column Inches: 41 + 
1261. Author: Mchangamwe, Amizi 
Title: Masumbuko, pt. 9 
Date: Jun 10 78 
Page Number: S Column Inches: 41 + 
Page Number: 8 Column Inche4: 19 + 
125s. Author: Mchangamwe, Azizi 
Title: Akili Zake Si Nzuri, pt. 19 
Date: Oct 15 77 
Page Number: 8 	Column inches: 35 
I26a. Author: Mchnngamwe, Azizi 
Title: Masumbuko (male orotaglnist's name), pt. 
Date: Apr 8 78 
Page Number: 8 	Column Inchec: 28 + 
126b. 	Author: Mch-trigamwe, Azizi 
Title: Masumbuho, pt. 2 
Date: Apr 15 78 
Page Number: 8, 12 Column Inches: 34 + 
126j. 	Author: Mchangamwe, Azizi 
Title: Masumbuko, pt. 10 
Date: Jun 17 78 
Page Number: 8 	Column Inches: 10 + 
1.26k. Author: Mchangamwe, Azizi 
Title: Masumbuko, pt. 11 
Date: Jun 24 78 
Page Number: 8 	Column Inches: 42 + 
1261.. 	Author: Mchangamwe, Azizi 
Title: Mnsumbuko, pt. 12 
Date: Jul 	1 78 
Page Number: 8 	Column Inches: 12 + 
Author: Mchnngamwe, Azlzi 
Title: Masumbuko, pt. 13 
Date: Jul 8 78 
Page Number: 8 	Column Inches: 22 + 
Author: Mchangamwe, Azizi 
Title: Masumbuko, pt. 14 
Date: Jul 15 78 
Page Number: 8 	Column Inches: 41 + 
Author: Mchangamwe, Azizi 
Title: Masumbuko, pt. 15 
Date: Jul 22 78 
Page Number: 8 	Column Inches: 38 + 
I26p. Author: Mchangamwe, Azizi 
Title: Masumbuko, pt. 16 
Date: Jul 29 78 
Page Number: 8 	Column Inches: 32 + 
Author: Mchangamwe, Arizi 
Title: Masumbuko, pt. 4 
Dnte: Apr 29 79 
Page Number: 8 
Author: Mchangamwe, Azizi 
Title: Masumbuko, pt. 5 
Date: May 6 78 
Page Number: 9, 10 
Author: Mchangamwe, Azizi 
Title: Masumbuko, pt. 6 
Date: May 20 78 
Page Number: 14 
Column Inches: 23 + 
Column Inches: 47 + 
Column Inches: 34 + 
Azizi 
Column Inches: 42 + 
126g. Author: Mchangamwe, 
Title: Masumbuko, pt. 7 
Date: May 27 78 
Page Number: 8 
126q. Author: Mchangamwe, Azizi 
Title: Masumbuko, pt. 17 
.Date: Aug 5 78 
Page Number: 8, 9 	Column Inches: 60 + 
Author: Mchangamwe, Azizi 
Title: Kivuli (The Shadow), pt. 1 
Date: Aug 12 78 
Page Number: 8 
Author: Mchangamwe, Azizi 
Title: Kivuli, pt. 2 
Date: Aug 19 78 
Page Number: 8 
Author: Mchangnmwe, Azizi 
Column Inches: 25 + 
Column Inches: 49 + 
172 
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Title: Kivuli, pt. 3 
Date: Aug 26 78 
Page Number: 8, 9 
Author: Mchanqamwe, Azizi 
Title: Kivuli, pt. 4 
Date: Sep 9 78 
Page Number: 8 
Author: Mchangamwe, Azizi 
Title: Kivuli, pt. 5 
Date: Sep 16 78 
Page Number: 8 
Author: Mchargamwe. Azizi 
Title: Kivuli, pt. 6 
Date: Sep 23 78 
Page Number: 8 	Column Inches: 50 + 
Author: Mchangamwe, Azizi 
Title: Kivuli, pt. 7 
Date: Sep 30 78 
Page Number: 8 
Author: Mchangamwe, Azizi 
Title: Kivuli, pt. 8 
Date: Oct 7 78 
Page Number: 8, 9 	Column Inches: 51 + 
1271. Author: Mchangamwe, Azizi 
Title: Kivuli, pt. 9 
Date: Oct 14 78 
Page Number: 8 	Column Inches: 12 + 
I27j. Author: Mchangamwe, Azizi 
Title: Kivuli, pt. 10 
Date: Oct 21 78 
Page Number: 8, 9 	Column Inches: 62 + 
127k. Author: Mchangamwe, Azizi 
Title: Kivuli, pt. II 
Date: Oct 28 78 
Page Number: 8, 9 	Column Inches: 64 + 
127L. Author: Mchangamwe, Azizi 
Title: Kivuli, pt. 12 
Date: Nov 4 78 
Page Number: 8 	Column Inches: 57 + 
127m. Author: Mchangamwe, Azizi 
Title: Kivuli, pt. 13 
Column Inches: 37 + 
Column inches: 29 + 
Column Inches: 39 + 
Column Inches: 42 + 
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Date: 	Nov 	11 	78 
Page Number: 8 Column Inches: 53 	+ 
127n. 	Author: 	Mchangamwe, Azizi 
Title: 	Kivuli, 	pt. 	14 
Date: 	Nov 	18 	78 
Page Number: 	8 Column Inches: 53 	+ 
127o. 	Author: 	Mchangamwe, Azizi 
Title: 	Kivuli, 	pt. 	15 
. 
	
Date: 	Nov 	25 	78 
Page Number: 	8 Column Inches: 54 	+ 
127p. 	Author: 	Mchangamwe, Azizi 
Title: 	Kivuli, 	pt. 	16 
Date: 	Dec 	2 	78 
Page Number: 	8 Column Inches: 54 	+ 
127q. 	Author: 	Mchangamwe, Azizi 
Title: 	Kivuli, 	pt. 	17 
Date: 	Dec 	9 	78 
Page Number: 	8, 	11 Column Inches: 68 + 
127r. 	Author: 	Mchangamwe, Aizj 
Title: 	Kivuli, 	pt. 	18 
Date: 	Dec 	16 	78 
Page Number: 	12 Column Inches: 52 	+ 
127s. 	Author: 	Mchangamwe, Azizi 
Title: 	Kivuli, 	pt. 	19 
Date: 	Dec 	23 	78 
Page Number: 	8 
l27t. 	Author: 	Mchangamwe, 
Column 
Azizi 
Inches: 56 	+ 
Title: 	Kivuli, 	pt. 	20 
Date: 	Dec 	30 	78 
Page Number: 	8 Column Inches: 52 	+ 
Author: 	Mchangamwe, Azizi 
Title: 	Njama 	IThe Conspiracy), 	pt. I 
Date: 	Jan 	13 	79 
Page Number: 	9 Column Inches: 41 	+ 
Author: 	Mchangamwe, Azizi 
Title: 	Njama, 	pt. 	2 
Date: 	Jan 	20 	79 
Page Number: 	8 Column Inches: 57 	+ 
128c. 	Author: 	Mehangamwe, Azizi 
Title: 	Njama, 	pt. 	1 
Date: 	Jan 	27 	79 
I28i. Author: Mchangamwe, Azizi 
Title: Njama, pt. 9 
Date: Mar 10 79 
Page Number: 9, 11 
128k. Author: Mchangamwe, Azizi 
Title: Njama, pt. 10 
Date: Mar 17 79 
Page Number: 8 
128L. Author: Mchangamwe, Azizi 
Title: Njama, pt. 11 
Date: Mar 24 79 
Page Number: 8, 9 
128m. Author: Mchangamwe, Azizi 
Title: Njama, pt. 12 
Date: Mar 31 79 
Page Number: 8 
I28n. Author: Mchangamwe, Azizi 
Title: Njama, pt. 13 
Date: Apr 7 79 
Page Number: 8 
Column Inches: 60 + 
Column Inches: 38 + 
Column Inches: 44 + 
Column Inches: 44 + 
Column Inches: 34 + 
Page Number: 8 
	Column Inches: 11 + 
I28d. Author: Mchanaamwe, Azizi 
Njama. pt. 4 
Date: Feb 3 79 
Page Number: 8 
	Column Inches: 57 + 
I28e. Author: Mchangamwe, Azizi 
Title: Njama, pt. 5 
Date: Feb 10 79 	Column Inches: 56 + Page Number: 10 
Author: Mchangamwe, Azizi 
Title: Njama, pt. 6 
Date: Feb 17 79 	Column Inches: 82 + Page Number: 8, 9 
Author: Mchangamwe, Azizi 
Title: Njama, pt. 7 
Date: Feb 24 79 
Page Number: 8 
	Column Inches: 44 + 
Author: Mchangamwe, AZi2i 
Title: Njama, pt. 8 
Date: Mar 3 79 	Column Inches: 48 + Page Number: 9  
1280. 	Author: Mchangamwe, Azizi 
Title: Njama, pt. 11 
Date: Apr 11 79 
Page Number: 10 	Column Inches: 36 + 
I28p. Author: Mchangamwe, Azizi 
Title: Njama, pt. 15 
Date: Apr 21 79 
Page Number: 8 	Column Inchea: 42 + 
Title: Njama, pt. 16 
128q. 	Author: Mchangamwe, Nzizi 
Date: Apr 28 79 
Page Number: 8 	Column Inehes: 17 + 
Author: Mchnngamwe, Azizi 
Date: Sep 1 79 
Title: Tabitha (Tehithal, pt. 1 
Page Number: 8 	Column Inches: 60 + 
Author: Mchangsmwe, Azizi 
Title: Tabitha, pt. 2 
Date: Sep 8 79 
Page Number: 8 	Column Inches: 60 + 
Author: Mchangamwe, Azizi 
Title: Tabitha, pt. 3 
Date: Sep 15 79 
Page Number: 7 	Column Inches: 54 + 
Title: Tabitha, pt. 1 
Author: Mchangamwe, Azizi 
Date: Sep 22 79 
Page Number: 8, 9, 11 	Column Inches: 65 + 
Author: Mchangamwe; Azizi 
Title: Tabitha, pt. 5 
Date: Sep 29 79 
Page Number: 8, 9 	Column Inches: 47 + 
Author: Mchangamwe, Azizi 
Title: Tabitha, pt. 6 
Date: Oct 6 79 
Page Number: 8 	Column Inches: 41 + 
Author: Mchangamwe, Azizi 
Title: Tabitha, pt. 7 
Date: Oct 13 79 
Page Number: 12 	Column Inches: 44 + 
Author: Mchangamwe, Azizi 
176 
Author: Mkabarah. 
Title: Cha Ukware, pt. 3 
Date: Sep 1 73 
Page Number: 11 
Author: Mkabarnh, Jumna 
Title: Cha Ukware, pt. 6 
Date: Sep 8 73 
Page Number: 14, 15 	Column Inches: 35 + 
I30g. Author: Mkabarah, Jumaa 
Title: Cha Ukware, pt. 7 
Jume.a 
Column Inches: 40 + 
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Title: Tabiths, pt. 8 
Date: Oct 20 79 
Page Number: 12 
Author: Mchangamwe, Azizi 
Title: Tabitha, pt. 9 
Date: Dec 1 79 
Page Number: 6 	Column Inches: 36 + 
Author: Mchangamwe, Azizi 
Title: Tabitha, pt. 10 
Date: Dec 8 79 
Page Number: 6 	Column Inches: 37 + 
1291. Author: Mchangamwe, Azizi 
Title: Tabitha, pt. 11 
Date: Dec 15 79 
Page Number: 6 	Column Inches: 37 + 
I30a. Author: Mkabarah, Jumaa 
Title: Cha Ukware (Of Uncontrollable Lust), Pt. 1 
Date: Aug 4 73 
Page Number: 12, 14 	Column Inches: 31 + 
Author: Mkabarah, Jumaa 
Title: Chs Ukware, pt. 2 
Date: Aug 11 73 
Page Number: 12 	Column Inches: 36 + 
Author: Mkabarah, Jumae 
Title: Cha Ukware, pt. 3 
Date: Aug 18 73 
Page Number: 10 	Column Inches: 43 + 
I30d. Author: Mkabareh, Jumaa 
Title: Ch a Ukware, pt. 4 
Date: Aug 25 73 
Page Number: 11 	Column Inches: 37 +  
Date: Sep 15 73 
Page Number: 11 	Column Inches: 43 + 
Author: Mkabarah, Jumaa 
Title: Cha Ukware, pt. 8 
Date: Sep 22 73 
Page Number: 13, 15 	Column Inches: 41 + 
Author: Mkabarah, Jumaa 
Title: Cha Ukware. pt. 9 
Date: Sep 29 73 
Page Number: 10, 11 	Column Inches: 41 + 
Author: Mkabarah, Jumaa 
Title: Cha Ukware, pt. 10 
Date: Oct 6 73 
Page Number: 10, 11, 14 	Column Inches: 37 + 
Author: Mkabarah, Jumaa 
Title: Cha Ukware, pt. 11 
Date: Oct 20 73 
Page Number: 20, 21 	Column Inches: 52 + 
1301. Author: Mkabarah, Jumaa 
Title: Cha Ukware, pt. 12 
. Date: Oct 27 73 
Page Number: 8, 11 	Column Inches: 49 + 
Author: Mkabarah, Jumaa 
Title: Cha Ukware, pt. 13 
Date: Nov 3 73 
Page Number: 11 	Column Inches: 38 + 
Author: Mkabarah, Jumaa 
Title: Cha Ukware, pt. 14 
Date: Nov 10 73 
Page Number: 10 	Column Inches: 31 + 
131. 	Author: Mkaharah. J.R.R. 
Title: Zamu lake (His Turn), pt. I 
Date: Feb 23 74 
Page Number: 10 	Column Inches: 36 
Author: Mkabarah, J.R.R. 
Title: Zamu lake, pt. 2 
Date: Mar 2 74 
Page Number: 9, 11 	Column Inches: 37 + 
Author: Mkabarah, 
Title: Zamu lake, pt. 3 
Date: Mar 9 74 
Column Inches: 42 + 
.111111819,1- 1.11MERMI 
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Page Number: 7 
	Column lnches: 35 * 
Title: Unyama (Beast)iness), pt. 1 
Author: Mkabarah, JUMAA 
Date: Oct 11 75 	Column Inches: 47 + Page Number: 12 
Author: Mkabarah, Jumaa 
Title: Unyama, pt. 2 
Date: Oct 18 75 	Column Inches: 38 + Page Number: 10 
Author: Mkabarah, Jumaa 
Title: Unyama, pt. 3 
Date: Oct 25 75 	Column Inches: 38 + Page Number: 6 
Author: Mkabarah, JUMREL 
Title: Unyama, pt. 4 
Date: Nov 1 75 	Column Inches: 32 + Page Number: 11 
Author: Mkaharah, Jumaa 
Title: Unyama, pt. 5 
Date: Nov 8 75 	Column Inches: 38 + Page Number: 6 
1321. Author: Mkabarah, Jumaa 
Title: Cnyama, pt. 6 
Date: Nov 15 75 	
-.2olumn Inches: 37 + Page Number: 11 
I32g. Author: Mkabarah, Jumaa 
Title: llnyama, pt. 7 
Date: Nov 2? 7 5 	Column Inches: 38 + Page Number: 9 
I32h. Author: Mkabarah, Jumaa 
Title: Unyama, pt. 8 
Date: Nov 29 75 	Column Inches: 37 Page Number: 8, 9 
1321. Author: Mkabarsh. Jumaa 
Title: Unyama, pt. 9 
Date: Dec 6 75 	Column Inches: 36 + Page Number: 8 
I32j. Author: Mkabarah, Jumaa 
Title: Uayama, pt. 10 
Date: Den 13 75 	Column Inchos: 38 Page Number: 8. q  
I32k. Author: Mkabarah, Jumaa 
Title: Unyama, pt. 11 
Date: Dec 20 75 
Page Number: 8, 10 	Column Inches: 41 
132L. Author: Mkabarah, Jumaa 
Title: Unyama, pt. 12 
Date: Dec 27 75 
Page Number: 6 	Column Inches: 37 + 
I32m. Author: Mkabarah, Jumaa 
Title: Unyama, pt. 13 
Date: Jan 3 76 
Page Number: 6 	Column inches: 34 + 
132n. Author: Mkabarah, Jumaa 
Title: Unyama, pt. 14 
Date: Jan 10 76 
Page Number: 8 	Column Inches: 32 
I32o. Author: Mkabarah, Jumaa 
Title: Unyama, pt. 15 
Date: Jan 17 76 
Page Number: 8, 9 	Column Inches: 43 + 
Author: Mkabarah, Jumaa 
Title: Unyama, Pt. 18 Date: Jan 24 76 
Page Number: 9 	Column Inches: 43 + 
Author: Mkabarah, Jumaa 
Title: Unyama, pt. 17 
Date: Jan 31 76 
Page Number: 8 	Column Inches: 40 + 
Author: Mkabarah, Jumaa 
Date: Feb 7 76 
Title: Unyama, Pt. 18 
.Page Number: 8 	Column Inches: 42 + 
Author: Mkabarah, Jumaa 
Title: Unyama, pt. 19 
Date: Feb 14 76 
Page Number: 9 	Column Inches: 14 + 
Author: Mkabarah, Jumaa 
Title: Unyama, pt. 20 
Date: Feb 21 76 
Page Number: 8 	Column Inchen: 47 + 
133a. Author: Mkabarah, Jumaa 
Title: Kafara (Sacrificial Offering), pt. 1 
Date: Apr 24 76 
Page Number: 8 	Column Inches: 41 
Auaor: Mkabarah, Jumaa 
Title: Kafara, pt. 2 
Date: May 1 76 
Page Number: 8 	Column Inches: 35 + 
Author: Mkabarah, Jumaa 
Title: Kafara, pt. 3 
Date: May 8 76 
Page Number: 8 	Column Inches: 40 + 
Author: Mkabsrah, Jumaa 
Title: Kafara, pt. 4 
Date: May 15 76 
Page Number: 9 	Column Inches: 31 + 
Author: Mkabarah, Jumaa 
Title: Kafara, pt. 5 
Date: May 22 76 
Page Number: 8 	Column Inches: 36 + 
Author: Mkabarah, Jumaa 
Title: Kafara, pt. 6 
Date: May 29 76 
Page Number: 8 	Column inches: 37 + 
Author: Mkabarah, Jumaa 
Title: Kafara, pt. 1 
Date: Jun 5 76 
Page Number: 8, 10 	Column Inches: 36 + 
Author: Mkabarah, Jumaa 
Title: Kafara, pt. 8 
Date: Jun 12 76 
Page Number: 8, 11 	Column Inches: 37 + 
I33i. Author: Mkabarah, Jumaa 
Title: Kafera, pt. 9 
Date: Jun 19 76 
Page Number: 8 	Column Inches: 35 + 
133j. Author: Mkabarah, Jumaa 
Title: Kafera, pt. 10 
Date: Jun 26 76 
Page Number: 8. 9 	Column Inches: 48 + 
134. 	Author: MIali, M.S. 
_ 	4.1R1Prirlan. irrrnirrrir."Trrrr".".....77711111.11111 .1."711"FirTil'Ir. 
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Title: Nakuomba Turudiane (I Beg You Let's Return to Each 
Other) 
Date: Feb 16 74 
Page Number: 8, 10 	Column Inches: 54 
135. 	Author: Mlambivu, P.M. 
Title: Dunia Yetu Ni Njema Lakini Binadamu Si Wema (Our 
World in Good but Humans Aren't) 
Date: Sep 2 67 
Page Number: 12, 14 	Column Inches: 30 
Author: Mlny, Julius J. 
Title: Mstahimilivu Hula Mbivu (A Patient Person Eats Well-
Cooked Food), pt. 1 
Date: Nov 18 67 
Page Number: 6. 9 	Column Inches: 52 
Author: Mlay, Julius J. 
Title: Mstahimilivu Hula Mbivu, pt. 2 
Date: Nov 25 67 
Page Number: 18 	Column Inches: 14 
Author: Mnynla, G. (Zanzibar) 
Title: Pendo la Kifo (Deadly Love) 
Date: Jun 2 62 
Page Number: 6, 12 	Column Inches: 34 
Author: Mohamed, Abubakar 
Title: Panapo Ugomvi Pana Mapatano (Where There's a Quarrel 
There's an Agreement) 
Date: Mar 19 64 
Page Number: 11, 12 	Column Inches: 40 
Author: Mohamed, All Ismael 
Title: Kisa cha Kunyang'anya Mpenzi Wake (The Story About 
Kidnapping His Lover) 
Date: Sep 4 65 
Page Number: 15, 17 	Column Inches: 23 
140a. Author: Moshi, Andrew 
.Title: Aliyekupenda (The One Who Loves You), pt. 1 
Date: Mar 4 72 
Page Number: 11 	Column Inches: 34 + 
1406. Author: Moshi, Andrew 
Title: Aliyekupenda. pt . 2 Date: Mar 11 72 
Page Number: 10, 14 	Column Inches: 65 + (unfinished) 
141. 	Author: Mrusha, Deo L. 
Title: Dunia Gunia (The World Is a Gunny Sack) 
>' 
.0" 
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Date: Apr 15 72 
Page Number: lt, 15 
14211-, 	Author: Mtopa, B.A. Title: Taman Yamkoseshn *tote (Desire Costs Her Everything), 
pt. 1 
Date: Jun 3 67 
Page Number: 14, 18 	 Column Inches: 76 
142b. Author: Mtopa, H.A. 
Title: Tamaa Yamkosesha Yote, pt. 2 
Date: Jun 10 67 
Page Number: 14 	Column Inches: 28 
Author: Mtopa, B.A. Title: Mpelele2i Agundua Jumba Kuu (The Detective Discovers 
the Main Building), pt. 1 
Date: Oct 7 67 
Page Number: 8, 9 	 Column inches: 73 
Author: Mtopa, 11,A. 
Title: Mpelelezi Agundua Jumba Kuu, pt. 2 
Date: Oct 14 67 
Page Number: 6, 11, 19 	Column Inches: 60 
Author: Mtopa, H.A. 
Title: Mpelelezi Agundua Jumba Kuu, pt. 3 
Date: Oct 21 67 
Page Number: 6 	Column Inches: 30 
Author: Mtopa, B.A. 
Title: Mpelelezi Agundun Jumba Kuu. pt. 1 
Date: Oct 28 67 
Page Number: 8 	Column Inches: 47 
Author: Mtopa, H.A. 
Title: Mpelelezi Agundua Jumba Kuu, pt. 5 
Date: Nov 4 67 
Page Number: 8, 9 	Column Inches: 76 
Author: Mtopa, H.A. 
Title: Mpelelezi Agundua Jumba Kuu, Pt. 6 
Date: Nov 11 67 
Page Number: 6 	 Column Inches: 13 
Author: Mtopa, H.A. 
Title: Kikulacho (That Which Eats 'fou), pt. 1 
Date: Nov 25 67 
Page Number: 9, 18 	Column Inches: 52 
Author: Mtopa, M.A.  
MOVER Jr Mirririnihn"1""MriMIL4113 “ • . ,1.1111.1.M1,111111010.,,, 	:L1..11111111. r- 
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Title: Kikulacho. pt . 2 Date: Dec 2 67 
Page Number: 6 	Column Inches: 31 
145e. Author: Mtopa, B.A. 
Title: Kifo cha Benjamin (The Death of Benjamin), pt. 1 Date: Jul 20 68 
Page Number: 7, 10 	Column Inches: 48 
Author: Mtopa, 14.A. 
Title: Kifo cha Benjamin, pt. 2 
Date: Jul 27 68 
Page Number: 6 	Column Inches: 44 
Author: Mtopa, H.A. 
Title: Kifo cha Benjamin, pt. 3 
Date: Aug 3 68 
Page Number: 6 	Column Inches: 47 
Author: Mtopa, H.A. 
Title: Kifo cha Benjamin, pt. 4 
Date: Aug 10 68 
Page Number: 8, 12 	Column Inches: 91 
Author: Mope, B.A. 
Title: Kifo cha Benjamin, pt. 5 Date: Aug 17 68 
Page Number: 6, 10 	Column Inches: 70 
Author: Mtopa, H.A. 
Title: Rifo cha Benjamin, pt. 6 
Date: Aug 24 68 
Page Number: 6 	 Column Inches: 42 
Author: Mtopa, H.A. 
Title: Kifo cha Benjamin, pt. 7 
Date: Aug 31 68 
Page Number: 6, 10 	Column inches: 51 
Author: Mtopa, B.A. 
Title: Kifo cha Benjamin, pt. 8 
Date: Sep 7 68 
Page Number: 6, 10, 11 	Column Inches: 62 
146, 	Author: Mulei. Christopher M. (Strathmore Col. Nbi.) 
Title: Ukaidi wa Joan (Juma's Rebelliousness) 
Date: Jul 30 66 
Page Number: 4, 16 	Column Inches: 52 (4th prize) 
147. Author: Mumwt, Geoffrey (Musoma) 
Title: Huba la Kheri (Fortunate Love) 
Column Inches: 62 
I53b. Author: Muthusi, Bob 
Title: Kikulacho Kinguoni M7.4ako, pt. 2 
Date: Sep 21 63 
Page Number: 11, 12 
153c. Author: Muthusi, Bob 
Title: Kikulacho Kinguoni Mwako, pt. 3 
Date: Sep 28 83 
Page Number: 11, 12 	Column Inches: 36 
154. Author: Muthusi, Bob Title: Kila Huni Lina Siku 'fake (Every Bum Has His Day) 
Date: Oct 26 63 
Column Inches: 34 
, 
Page Number: 8, 12 
155. 	Author: Muthusi, Bob 
Title: Magendo! (Smuggling!) 
Date: Feb 13 64 
Page Number: 11 
Date: May 20 67 
Page Number: 10, 14 
148-. Author: Mushi, Title: Fadhili (Kindness) 
Date: Jul 2 66 
Page Number: 7, 13, 11 
149. 	Author: Muslim, Farouk (Kitui S.S.) Title: Ulimwengu Wenye Maafa (A World Characterized by 
Disasters) 
Date: Jul 9 
Page Number: 
Column Inches: 68 
Column Inches: 100 (2nd prize) 
66 
7, 12, 13 Column Inches: 102 (3rd prize) 
-- 
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150. Author: Muthoni, Abigael (Nairobi) 
Title: Wamboi Ahadaiwa ma Kukosa Mime (Wamboi Deceived and 
Loses Husband) 
Date: Dec 24 66 
Page Number: 9 
151. Author: Muthoni, 
Title: Usiache Mbr.chao 
(old familiar) Mat for 
Date: Mar 25 67 
Page Number: 12, 14 
152. 	Author: Muthoni, Bi. A. Title: Karamu Mbili lilimshinda Fisi (Two Feasts Overcome 
the Hyena) 
Date: Jul 8 67 
Page Number: 10 Column Inches: 27 
Title: Eikulacho Ki Nguoni Mwako 
153a. Author: Muthusi, Bob 
Your Clothing), pt. 1 
Date: Sep 14 63 	Column Inches: 47 Page Number: 11,12 
Column Inches: 42 
Column Inches: 18 
Author: Mwagojo, James Isaac 
Title: Mkamia Maji Hayanywi (One Obssessed With Water Doesn't Drink It) 
Date: Oct 3 70 
Page Number: 9, 12 
Author: Mwagomba, A.O. 
Title: Sauti yn Kivuli (Voice of the Shadow) Date: Sep 18 65 
Page Number: 6, 13 
Author: Mwrindamho, Charles (Nairobi) 
Title: Nisiote Tenn nn Ukomunisti (I Must Not Dream An About Communism) 
Date: Feb 10 62 
Page Number: 11, 12 
Author: Mali, M.K. 
Me) Title: Wenye Wivu Wataka Kuniva (jealous People Want to Kill 
Date: Jan 30 65 
Page Number: 11 
Column Inches: 11 
Title: Kuuawa kwa Mke Mtukutu (Murder of A Troublesome 
Wife) Date: Nov 11 67 
Author: Mz,, e, Sull(e1Y 
Page Number: B. 9 	Column Inches: 42 
Author: Ndung'u, F. 
Title: Mshika Mawili liana Mwisho Mwema (One Who Grabs Two Doesn't Have a Good Ending) 
Date: Apr 25 64 
Page Number: 12, 16 	Column Inches: 37 
Author: Ndung'u, F. 
Title: Wazazi Kama wangekuwa Hai (Parents If They Would Have Been Alive) 
Date: Apr 16 66 
Page Number: 7 	Column Inches: 48 
Column Inches: 31 
Abigael kwa Msala Upitao (Don't Leave Your 
One You Pass By) 
Column Inches: 28 
Column Inches: 27 + 
Column Inches: 50 
Column Inches: 30 
Column Inches: 26 
160. 	Author: Mzee, Sully 
Title: Mbio za Sakafuni (Running on the Roof) Date: Jul 15 67 (That Which Eats You Is in Page Number: 6, 12 
Author: Ndung i u, F. Title: Mchanga Uwe Mchanga, Majivu Yawe...(5and Should Be 
Sand, Ashes Should Be...) 
Date: Aug 13 66 
Page Number: 10, 12 	Column Inches: 46 
Author: Ngare, Peter 
Title: Karamu ya Mwisho (Last Supper) 
Date: Apr 8 72 
Page Number: 11 
Author: Ngari, P. Title: Hakuna Wasaa we Penzi (There's No Room for Love), pt. 
Date: May 22 71 
Page Number: 11, 14 
Author: Ngari, P. 
Title: Hakuna Wasaa wa Penzi, pt. 2 
Date: May 29 71 
Page Number: 12, 13, 15 	Column Inches: 50 + 
Column Inches: 32 
Column Inches: 46 + 
f 
• 
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Author: Ngari, P. 
Title: Hakuna Wasaa wa Penzi, pt. 3 
Date: Jun 5 71 
Page Number: 12, 14, 15 	Column Inches: 52 + 
Author: Ngari, P. 
Title: Hakuna Wasaa we Penzi, pt. 4 
Date: Jun 12 71 
Page Number: 13 	Column Inches: 24 + 
Author: Ngari, P. 
Title: Hakuna Wasaa wa Penzi, pt. 5 
Date: Jun 19 71 
Page Number: 6, 12 	Column Inches: 20 + 
Author: Ngart, P. 
Title: Hakuna Wasaa wa Penzi, pt. 6 
Date: Jun 26 71 
Page Number: missing 	Column Inches: 
Author: Ngari. P. 
Title: Hakuria Wasaa 	Penzi, pt. 7 
Date: Jul 	3 71 
.11. • 	Page Number: 14, 18 	Column Inches: 25 + 
Author: Ngari, P. 
Title: He.kunn Wasaa wa P..nzi, pt. B 
Date: Jul 10 71 
I66i. 	Author: Ngari, P. 
Title: Hakuna Wasaa we Penzi, pt. 9 
Date: Jul 17 71 
Page Number: 6, 7, 11 	Column Inches: 37 + 
Author: Ngnri, P. 
Title: Hakuna Wasaa we Penzi, pt. 10 
Date: Jul 24 71 
Page Number: 7, 12 
Author: Ngnri. P. 
Title: Hakuna Wasna wn Penti, pt. 11 
Date: Jul 31 71 
Page Number: 6 	Column Inches: 25 + 
1661. 	Author: Ngnri, P. 
Title: Hakuna Wasna we Penzi, pt. 12 
Date: Aug 7 71 
Page Number: 6, 10, 14 	Column inches: 32 
167. 	Author: Ngombo, George S. 
Title: Kwa Ajili ye Tamaa Nyingi (For the Sake of Great 
Desire) 
Date: Feb 5 66 
Page Number: 7 	Column Inches: 46 
Author: Ngugi, Patrick M. 
Title: Mbio za Sakafuni (Running on the Roof), pt. I 
Date: Jan 24 81 
Page Number: 9 	Column Inches: 31 + 
Author: Ngugi, Patrick M. 
Title: Mbio za Sakafuni, pt. 2 
Date: Jan 31 81 
Page Number: 9, 11 	Column Inches: 43 + 
Author: Ngugi, Patrick M. 
.Title: Mbio za Sakafuni, pt. 3 
Date: Feb 7 81 
Page Number: 9 	Column Inches: 36 + 
Author: Ngugi, Patrick M. 
Title: Mbio za Sakafuni, pt. 4 
Date: Feb 14 81 
Page Number: 9 	Column Inches: 40 + 
169a. 	Author: Ngugi, P.M. 
Title: Huba la Wazimu (Insane Lovel, pt. 1 
Date: Jul 	4 81 
Page Number: 14 	Column Inches: 28 + 
Column Inches: 28 + 
1111 11111 1 k.IIIiIIINMMUMPnllIllPPPIIWIM"II"MPlrlillMIPRPIPITlrilrRra,rrIIIIIIPPWIPlre 	re' r 
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Page Number: 9, 11 	Column Inches: 42 + 
Title; Hubs in Wazimu, pt. 2 
Author: Ngugi, P.M. 
Date: Jul II 81 	Column Inches: 25 + Page Number: 10 
Author: Ngugi, P.M. 
Title: Hubs la Wazimu, pt. 3 
Date: Jul 18 81 	Column Inches: 64 + Page Number: 9, 9 
I69d. 	Author: Ngugi, P.M. 
Title: Huba la Wazimu, pt. 4 
Date: Jul 25 81 	Column Inches: 28 + Page Number: 9 
Author: Ngugi, P.M. 
Title: Huba la Wazimu, pt. 5 
Date: Aug 1 81 	Column Inches: 56 Page Number: 9 
Author: N4ugi. P.M. 
Title: Hub is Wazimu, pt. 6 
Date: Aug 8 81 	Column Inches: 50 4 Page Number: 9 
Author: Ngure, Alex 
Title: Shuga Dadi (Sugar Daddy) 
Date: May 17 80 	Column Inches: 28 Page Number: 9 
Author: Niganile, K. 
Title: Mvumilivu Hula Mbichi (The Patient One Eats Raw Food) 
Date: Sep 25 65 	Column Page Number: 9 
Pave Number: 6. - 	Column Inehes: 59 + 
174h. 	Author: Njuguna. David Osman 
Title: Taman, pt. 2 
Date: Dec 29 •9 
Page Number: 6 	Column Inches: 58 + 
Author: Njuguna, David Osman 
Title: Tamaa. pt. 3 
Date: Jan 5 80 
Page Number: 6, 7 	Column Inches: 64 + 
Author: Njuguna, David Osman 
Title: Tamaa, pt. 1 
Date Jan 12 80 
Page Number: 6 	Column Inches: 50 + 
174e 	Author: Njuguna, David Osman 
Title: Tamaa, pt. 5 
Date Jan 19 80 
Page Number: 7 	Column Inches: 37 + 
Author: Njuguna. David Osman 
Title: Tamaa, pt. 6 
Date: Jan 26 80 
Page Number: 6 	Column Inches: 23 + 
Author: Njuguna, David Osman 
Title: Tamaa, pt. 7 
Date: Feb 2 80 
Page Number: 6 	Column Inches: 30 + 
Author: Njuguna, David Osman 
Title: Tamaa, pt. 8 
Date: Feb 9 80 
Page Number: 6, II 	Column Inches: 21 + Inches: 32 
Author: Nigumile, Niganile 
Title: Mapenzi Yaua (Love Kills) 
Date: Aug 27 66 
Page Number: 6, 16, 18 	Column Inches: 48 
Title: Kaplgwa Kisu Mkuki na Rungu (Struck with a Knife 
Author: Njoroge, J.M. (Nairobi) 
Spear and Bludgeon) 
Date: Aug 26 67 	Column Inches: 22 1L 	Page Number: 14 
174a. Author: Njuguna, David Osman 
Title: Tama* (Desire), pt. 1 
Date: Dec 22 79  
1741. Author: Njuguna, David Osman 
Title: Taman, pt. 9 
Date: Feb 23 80 
Page Number: 7 	Column Inches: 18 + (never cont.) 
Author: Nkulila, Mchembe 
pt. 1 Title: Saba-Saba (Seven-Seven (Tanzanian holiday, July 7 II. 
Date: May 26 73 
Page Number: 8, 12 
Author: Nkulila, Mchembe 
Title: Saba-Saba, pt. 2 
Date: Jun 2 73 
Column Inches: 35 + 
492 	 493 
Page Number: 11, 12, 13 	Column Inches: 37 
175c, Author: Nkulila, Mehembe 
Title: Saba-Saba, pt. 3 
Date: Jun 9 73 
Page Number: 6 	Column Inches: 26 + 
Author: Nkulila, Mchembe 
Title: Saba-Saba, pt. 4 
Date: Jun 15 73 
Page Number: 12 	Column Inches: 24 + 
Author: Nkulila, Mchembe 
Title: Saba-Saba, pt. 5 
Dste: Jun 23 73 
Page Number: 6 	Column Inches: 10 + 
Author: Nkulila, Nchembe 
Title: Saha-Saba, pt. 6 
Date: Jun 30 73 
Page Number: 11, 11 	Column Inches: 41 4 
Author: Nkulila, Mchemhe 
Title: Saba-Saba, pt. 7 
Date: Jul 	7 73 
Page Number: 12, 15 	Column Inches: 32 + 
176. 	Author: Ntumbc, H.H. 
Title: Majuto Ni Mjukuu (Regrets Are a Grandchild) 
Date: Jan 18 69 
Page Number: 8 	Column inches: 30 
177a. Author: Omar, Xbdilahi 
Title: Apiganae no 'pangs, Hufa kwa Upanga iOne Who Fights 
with a Sword, Dies by the Sword), pt. I 
Date: Oct 29 66 
Page Number: 10. 12 	Column Inches: 48 
I77b. 	Author: Omar, Abdilahi 
Title: Apiganae na Upanga, Hula kva Upanga. pt. 2 
Date: Nov 5 66 
Page Number: 9, 12, 16 	Column Inches: 89 
177c. 	Author: omar. Abdilahi 
Title: Apiganae no Upanga, Hula kwa Upanga. Pt. 3 
Date: Nov 12 66 
Page Number: 9. 12, 16 	Column Inches: 91 
178a. 	Author: Omar, Abdilahi 
Title: Bolide la Giza (Valley of Darkness), pt. 1 
Date: Nov 26 66 
Page Number: 8, 13, 16 	Column Inches: 68 
178b. 	Author: Omar, Abdilahi 
Title: Bonde Is Giza, pt. 2 
Date: Dec 10 66 
Page Number: 11, 14 	Column Inches: 49 
178c, 	Author: Omar, Abdilahi 
Title: Bonde la Giza, pt. 3 
Date: Dec 17 66 
Page Number: missing 	Column Inches: 
Author: O(u)ma, Roseleen 
Title: Majuto Ni Mjukuu (Regrets Are a Grandchild) 
Date: Jun 12 65 
Page Number: 6, 11 	Column Inches: 42 
Author: Ouma, Rosleen 
Title: Mwanangu, Mtoto wa Simba Ni Simba (My Child, The 
Offspring of a Lion Is a Lion) 
Date: Jun 15 68 
Page Number: 6, 11,14 	Column Inches: 78 
Author: Owenge, George 
Title: Kisa cha Mama Shujaa na Baba Mroho (Story of the 
Heroic Mother and the Greedy Father) 
Date: Mar 28 70 
Page Number: 6, 10 	Column Inches: 41 
Author: Pama, Khalid 
Title: Mgeni wa Ajnbu (Marvelous Stranger) 
Date: Nov 15 90 
Page Number: 9 	Column Inches: 28 + 
Author: Philipson, Charles N.L. 
Title: Najiokoa on Kuuawa (I Save Myself from Being Killed) 
Date: Jul 22 117 
Page Number: 10 	Column Inches: 21 
,184. 	Author: Rue, Ruo Himani 
Title: Nyama ya Ulimi (Meat of the Tongue (flatteryl) 
Date: Sep 26 81 
Page Number: 9 	Column Inches: 14 + 
Author: Rue, Ruo Kimani 
Title: Lindi la. liumbukizi (Deep Water of Memory (71) 
Date: Oct 	3 Ell 
Page Number: 8 	Column Inches: 31 + 
Author: Rue, 	Kimani 
Title: Mtego WA Mauti (Death Trap) 
-A 
pt. 1 
Date: Nov 28 81 
Page Number: 6, 11 
Title: Sumu ya Raha (Poison of Comfort) 
187: Author: Rutayisingwa, John 
Date: Aug 31 74 
Page Number: 6, 8 
Author: Rutayisingwa, 
Title: Fedha Fedheha (Money Is a Shameful Thing), 
Date: Mar 6 76 	Column Inches: 36 + Page Number: 8 
Author: Ruta7isingwa, John 
Title: Fedha Fedheha, pt. 2 
Date: Mar 13 76 	Column.Inches: 36 + Page Number: 8 
Author: Saleh, Saleh Ally 
Title: Mkuki Moyoni (Spear in the Heart) 
Date: Apr 20 74 	Column Inches: 32 + Page Number: 7, 9 
Author: Sangi, Augustine Lucas 
Title: Nani Kamwua (Who Killed Him?) 
Date: Mar 16 14 	Column Inches: 34 + Page Number: 8 
Author: Shimanyula, J.B. 
Title: Mnajisi Mutuaji (Murdering Rapist), pt. I 
Date: Jul 12 80 
Page Number: 9 	Column Inches: 28 + 
Author: Shimanyula, J.B. 
Title: thlajisL Mwunji, pt. 2 
Date: Jul 19 30 	Column Inches: 22 + Page Number: 8 
Author: Shimanyuta, J.B. 
Title: Mnajisi. Mwunji, pt. 3 
Date: Jul 26 80 	Column Inches: 38 + Page Number: 9 
192a. Author: Shimanyula, James B. 
Title: Risssi Usiku (Night Bullet), pt. I 
Date: Aug 16 80 	Column Inches: 28 + Page Number: 6 
I92b. Author: Shimanyula, James R. 
Title: Risasi Usiku, pt. 2 
Date: Aug 23 80  
Page Number: 9 	Column inches: 20 + 
I92c. Author: Shimanyula, James R. 
Title: Risasi Usiku, pt. 3 Date: Aug 30 80 
Page Number: 9 	Column fnchps: 43 + 
Date: Sep 6 80 
Title: Risasi Usiku, pt. 4 
Author: Shimanyula, James H. 
Page Number: 9 	Column Inches: 23 + 
Author: Shimanyula, James B. 
Date: Sep 13 80 
Title: Riaasi Usiku, pt. 5 
Page Number: 9 	Column Inches: 13 + 
Date: Oct 10 81 
Title: Mafuvu (Skulls), Pt. 1 
Author: Shimnnyula, James Bandi 
Page Number: 9. II 	Column Inches: 52 + 
Title: Mafuvu, pt. 2 
Author: Shimanyula, James Sandi 
Date: Oct 17 81 
Page Number: mi s sing 	Column Inches: 
Author: Shimanyula, James Bandi Title: Mafuvu, pt. 3 
Date: Oct 24 81 
Page Number: 8, 11 
Author: Shimanyula, 
Title: Mafuvu, pt. 4 
Date: Oct 31 81 
Page Number: 9, 11 
Author: Shimanyula, James Sandi 
Mafuvu, pt. 5 
Date: Nov 7 81 
Page Number: 9 	Column Inches: 36 + 
Title: Mafuvu, pt. 6 
Author: Shimanyula, James Sandi 
Date: Nov 14 81 
Page Number: 8 	Column Inches: 27 + 
Title: Mafuvu, pt. 7 Author: Shimanyula, James Randi 
Date: Nov 21 81 
Page Number: 9 	Column Inches: 34 + 
Column Inches: 54 + 
Column Inches: 61 + 
John 
Column Inches: 40 + 
James Bandi 
Column Inches: 64 + 
Author: Sichalwe, N.J. 
Title: Samahani Mpenzi (Forgive Me Lover) 
Date: Sep 5 81 
Page Number: 8, 11 	Column Inches: 25 + 
Author: Snow-White, Akilimali 
Title: Usiitupe Shaba Yak() kwa Mng'ao we Dhahabu (Don't 
Throw Away Your Brass for the Brightness of Gold) 
Date: Jul 	3 65 
Page Number: 9, 12 	Column Inches: 49 
203*. 	Author: !Inow-White, Akilimali 
Title: Usitupp... (*repeat of 7/3/651 
Date: Sep 9 67 
Page Number: 6. 12 	Column Inches: 66 
\uthor: Snow-White, Akilimali 
Title: Ahlan Waaahalan' (Greetings and welcome!) Date: Jan 4 69 
Page Number: 7, 12 	Column Inches: 66 
205a. 	Author: Tula, Pen 
Title: Maria Seto (Maria Seko), pt. I 
Date: Jul 19 69 
Page Number: 10 Column inches: 35 + 
Author: Tula, Ben 
Title: Maria Seko, pt. 2 
Date: Jul 26 69 
Page Number: 12, 11 
Author: Tula, Ben 
Title: Maria Seko, pt. 3 
Date: Aug 2 69 
Page Number: 8, 19 
Author: Fula, Ben 
Title: Maria Seko, pt. 4 
Date: Aug 9 69 
Page Number: 10 
Author: Tula, Ben 
Title: Maria Seko, pt. 5 
Date: Aug 16 69 
Page Number: 10, 11 
Author: Tula, Ben 
Title: Maria Seko. pt. 6 
Date: Aug 23 69 
Page Number: 11 
Column Inches: 49 4 
Column Inches: 40 + 
Column Inches: 17 
Column Inches: 13 + 
Column Inches: 36 + 
496 
r- 
194. Author: Shindo, H. 
Title: Majambazi Waonyeshwa 
Date: Dec 5 64 
Page Number: 7 
Author: Shindo, Habib H. 
Title: Usiku wa Mauaji (Night of Murder), pt. 1 
Date: Jul 15 67 
Page Number: 10, 12 	Cclumn Inches: 36 
Author: Shindo, Habib H. 
Title: Usiku wa Manaji, pt. 2 
Date: Jul 22 67 
Page Number: 12 	Column Inches: 32 
Author: Shindo, Habib H. (Isanga Prison, Dodoma) 
Title: Mapenzi ya raramu (Forbidden Love) 
Date: Jul 29 67 
Page Number: 12 	Column Inches: 32 
Author: Sichalwe. N.J. 
Title: Nimekalia Kuti liavu? (Am 1 Sitting on a Dry Coconut 
Leaf? , 
Date: tar 17 62 
Page 	Amber: 8, 2, 12 	Column Inches: 58 
Author: Sic),alwe, M.J. (Dar) 
Title: Bufai Kiiish i na Wanaadamu (7ou Don't Desevve to Live 
with Human Beings) 
Date: Dec 2 61 
Page Number: 11 
Author: Si. halve, Maurice J. 
Title: Mafugn ya lizImu (Slaves of Spirital, pt. 1 
Date: Sep 29 62 
Page Number: 11,12 	Column Tnchea: 32 
Author: Siehalwe, Maurice J. 
Title: Mafugo ye Mizimu. pt. 2 
Date: Oct 6 62 
Page Number: 6 	Column Inches: 42 
Author: Sichalwe, Maurice J. 
Title: Kilo cha Mvunjapendo (Death of a Love-Breaker) 
Date: Oct 20 62 
Page Number: 9 	Column Inches: 27 
Author: Sichalwe, N.J. 
Title: Mainaji ya Kutatanisha (Perplexing Murder) 
Date: Aug 29 RI 
Page Number: 8, 9, 11 	Column Inches: 53 + 
Vumbi (Gangsters Are Shown Dust) 
Column inches: 27 
Column Incl-ws: 34 
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Author: Tula, Ben 
Title: Maria Seko. pt. 7 
Date: Aug 30 69 
Page Number: 11 	Column Inches: 41 + 
Author: Tula, Ben 
Title: Maria Seko, pt. 8 
Date: Sep '6 69 
Page Number: missing 	Column inches: 
Author: Tula, Ben 
Title: Maria Seko, pt. 9 
Date: Sep 13 69 
Page Number: missing 	Column inches: 
Author: Tumbo, Miguel 
Title: Mtoto wa Peke Aliyepotoka (?ply Child Who Went Wrong) 
Date: Jun 28 69 
Page Number: 15, 16, 18 	Column Inches: 62 
Author: Vuo, E.A. 
Title: Twist Yamletea Talaka (The Twist (dance] Brings Him a  
Author: Wamunze, A.P. 
Title: VaiLet Kaharibu Mapenzi ye Mke Wangu (Vailet 
Destroyed My (ife's Love) 
Date: Oct 3 64 
Page Number: 7, 16 	Column Inches: 25 
Author: )nanjau, Gakaara 
Title: Rode na Noti ya Twenti (Rode and the Twenty 
(Shilling] Banknote) 
Date: Apr 2 64 
Page Number: 10, 12 	Column Inches: 48 
Author: Wanjau, Gakaara 
Title: Kono Tupu Halilambwi (An Empty . Hand Is Not Licked) 
Date: Aug 20 66 
Page Number: 8, 14, 15 	Column Inches: 63 
Author: Waweru, Kihara 
Title: Hatanunua Motokaa Maishani (He'll Never Buy a Car in 
His Life) 
Date: Apr 18 64 
Page Number: 10 	Column Inches: 23 
Divorce) 
Date: 	Nov 	21 	64 
Page Number: 	8, 	13 Column 	Inches: 	31 
208a. 	Author: 	wa Mombasa, 	Dodo 
Title: 	Jawabu 	la Swala Zangu 	(The Answer to My Questions), 
pt. 	1 
Author: 	Waweru, 	Kihara 
Title: 	Kisa cha 	Bw. 	na Bt. 	Mwanamadaraka 	(The Story 
and Mrs. 	Mwanamadaraka 	("child of 	responsibility"fl 
Date: 	Sep 	5 	64 
Page 	Number: 	10, 	12 	Column 	inch,,: 	34 
of 	Mr. 
Date: 	Sep 	9 	61 
Page Number: 	7 Column Inches: 22+ 
Author: 	Zakayo, 	R.E. 	(Mzoma) 
Title: 	Mbio 	za 	Sakafuni 	Huishia 	Ukingoni 	(Running on the 
Roof Always Ends at 	the Edge) 
208b. 	Author: 	we Mombasa, 	Dodo Date: 	Apr 	15 	67 
Title: 	Jawabu 	la Swale, Zangu, 	pt. 2 Page Number: 	6 Column 	Inches: 	23 
Date: 	Sep 	16 	61 
Page Number: 	17, 	18 	Column Inches: 54 
208c. 	Author: 	wa Mombasa, 	Dodo 
Title: 	Jewabu 	la Swain Zangu, 	pt. 3 
Date: 	Sep 	23 	61 
Page Number: 	7, 	10 Column Inches; 54 
208d. 	Author: 	wa Mombasa, 	Dodo 
Title: 	Jawabu 	la Swala 	Zangu, 	pt. 4 
Date: 	Sep 	30 	61 
Page Number: 	9, 	11, 	15 	Column Inches: 84 
209. Author: Wamaradufu, Dixon 
Title: Majuto Ni Mjukuu (Regrets Are a Grandchild) 
Date: Oct 22 66 
Page Number: It 	Column Inches: 36 
500 
II. Author/Main List Number in ChronolDgical Order: 
Author 	
MOn_List. N.Iiller 	Datelsi 
Chambati, Omari All 	27a-b 	
Aug 26, Sep 2 61 
wa Mombasa. Dodo 	208a-d 
	Sop 9-30 61 
Chambati, Omani Ali 	28a-g 	
Sep 30-Nov 25 61 
Sichalwe, M.J. 	198 	
Dec 2 61 
Mwandambo, Charles 	158 	
Feb 10 62 
Sichalwe, M.J. 197 	
Mar 17 62 
Chambati, Omani All 	29a-f 	
, 	Mar 24-Apr 28 62 
Mnyola, 0. 	137 	
Jun 2 62 
Chambati, Oman Ali 	20:-f 	
Aug 18-Sep 22.62 
Sichalwe, Maurice J. 	199a-b 	
Sep 29, Oct 6 62 
Sichalwe, Maurice J. 	200 	
Oct 20 62 
Chambati, Omar i All 	31a-e 	
Dec 15 62-Jan 12 63 
Kaule, 9.T. 	86a-c 	
Feb 23-Apr 16 63 
Muthusi, Bob 153a-c 
	Sep 14-28 63 
Muthusi, Bob 	154 	
Oct 26 63 
Magwaza, W.W. 105a-b 
	Jan 2, 9 64 
Anonymous lBungoma1 	6 	
Jan 23 64 
Muthuoi, Bob 	155 	
Feb 13 64 
	
Kibwezi, Kariuki Francis 87 	
Mar 12 64 
Mohamed, Abubakar 	138 	
Mar 19 64 
t 	Job, Sam 
	68 	
Mar 26 64 
Wanjnu, Gakanra 	211 	
Apr 2 64 
Waweru, Kihara 213 	
Apr 18 64 
Nduneu, F. 	162 
	Apr 25 64 
Author 	Main 
Kagissa, 	Peter 
Chambati, 	Omari 	Ali 
Waweru, 	Kihara 
Katalambula, 	F.H.H. 
Baruti, 	Congo 
Wamunze, 	A.P. 
Bawazir, 	O.A. 
Bokoboko 
Masharubu 
Bawazir, 	O.A. 
Masao, 	F.T.N. 
Vuo, 	E.A. 
Bawazir, 	O.A. 
Shindo, 	H. 
Karashani, 	P.K. 
Mbelwa, 	J.C. 
Bawazir, 	O.A. 
Anyumba, 	B.A. 
Bawazir, 	O.A. 
Mzalia, 	M.K. 
Bawazir, 	0.A. 
Mbelwa, 	J.C. 
Baka, 	A. 
Bawazir, 	0. 
Chambati, 	Omani 	Ali 
Lis': Nwmb, r 
73a-b 
32a-h 
214 
83 
15 
210 
16 
25 
111 
17 
110a-b 
207 
18a - b 
194 
77 
116 
19 
7 
20 
159 
21 
117 
11 
22 
322 
Date( s) 
64 
25, 
64 
64 
15 
50 
64 
65 
May 	9, 	16 
Jun 	6-Jul 
Sep 5 64 
Sep 9 64 
Sep 26 64 
Oct 3 64 
Oct 	10 	64 
1 7 	64 Oct 
Oct -17 	64 
Oct 31 	64 
Nov 
Nov 	 71 	6,14 4 2 
Dec 	5$ 	11 
Dec 
: 59 	6 4 
Jan 	2 65 
Jan 16 65 
Jan 23 65 
Jan 30 65 
Feb 20 65 
Feb 27 65 
Mar 13 65 
Mar 20 65 
Mar 27 -May 
- 
T - 
Author 	Main List Number Date(s) 
12 	66 
17 	66 
67 
Omar, Abdilahi 
Omar, 	Abdilahi 
Muthoni, 	Abigael 
Kunumbara, 	D.M.M. 
Kidege, 	Kea Mohamed 
Mbobera, 	Chris 
Mbalale, 	D. 
Mbomera, 	Charles 
Lazaro, 	Robert N. 
Mbomera, 	Charles 
Awadh, 	A.I. 
Muthoni, 	Abigael 
Mbomere, 	Christ 
Zakayo, 	R.E. 	(Mzoma) 
Awadh, 	A.I. 
Lazaro, 	R. 
Kunumbara, 	D.M.M. 
Alwenya, 	Iii. 
Mumwi, 	Geoffrey 
Mtopa, 	H.A. 
Kadibo, 	P.M. 
Awadh, 	Abdallah 	T. 
Macrea, 	J.S. 
Lazar°, 	R. 
Kiso, 	J.M. 
177a-c 
178a-c 
150 
92 
88 
120 
113 
121 
95 
122 
8 
151 
123 
215 
9 
96 
93 
2 
147 
142a-b 
70 
10 
103 
97 
89 
Oct 29-Nov 
Nov 26-Dec 
Dec 24 	66 
Dec 31 	66 
Jan 	7 	67 
Jan 	14 	67 
Feb 	4 	67 
Feb 	11 	67 
Feb 25 	67 
Mar 	1 	67 
Mar 	11 	67 
Mar 	25 	67 
Apr 	1 	61 
Apr 	15 	67 
Apr 22 67 
Apr 29 67 
May 	6 	67 
Mny 	13 	67 
May 20 67 
Jun 	3. 	10 
Jun 	17 	67 
Jun 	24 	67 
Jun 	24 	67 
Jul 	1 	67 
Jul 	8 	67 
503 
Author 	Main List Number Date(s) 
Chambati, 	Oman i 	All 32i-m May 22-Jun 26 65 
0(u)ma, 	Roseleen 179 Jun 12 	65 
Snow-White, 	Akilimali 203 Jul 3 	65 
Kambona, 	R.'S. 75 Jul 10 	65 
Bawazir, 	Omar A. 23a-d Jul 24-Aug 	23 65 
Mohamed, 	All 	Ismael 139 Sep 4 	65 
Adhail, 	Hussein A. 1 Sep 11 	65 
Mwagomba, 	A.O. 157 Sep 18 	65 
Niganile, 	H. 171 Sep 25 	65 
Ganzel, 	Eddie 46a-r Oct 2 65-Jan 29 66 
Ngombo, 	George S. 167 Feb 5 	66 
Kalawa, 	Jackson 75 Feb 26 	66 
I' Macha, 	W.A. 102 Apr 2 66 
Ndung'u, 	F. 163 Apr 16 	66 
Ganzel, 	Eddie 47a-f Jun )I-Jul 	23 66 
Kashuru, 	Adam PO Jun 25 	66 
Mushi, 	J.S. 148 Jul 2 	66 
Muslim, 	Farouk 149 Jul 9 66 
Mulei, 	Christopher M. 146 Jul 30 66 
Nduneu, F. 164 Aug 13 	66 
Wanjau, 	Gakaara 212 Aug 20 66 
--IF Nigumile, 
	Niganile 172 Aug 27 
Kashkash 78 Oct 8 	66 
Mambo, 	Leonard. 106 Oct 15 	66 
Wamaradufu, 	Dixon 209 Oct 22 	66 
505 
501 
V 
Author 	Main List Number Date's1 
152 Muthoni, 	Bi. 	A. Jul 	8 	67 , 
Mzee, 	Sully 150 Jul. 	15 	67 
Shindo, 	Habib 41. 195a-b Jul 	15, 	22 	67 
Philipson, 	Charles 	N.L. 183 Jul 	22 67 
Shindo, 	Habib H. 196 Jul 	29 	67 
JP" 
Kadibo, 	Peter M. 71 Aug 	5 67 
Lazaro, 	R.M. 98 Aug 	12 	67 
Kundanda, Omari 	Juma 91 Aug 	26 67 
Njoroge, 	J.M. 173 Aug 26 67 
Mlambivu, 	P.M. 135 Sep 	2 67 
Snow-White, 	Aki1imn1i 203' Sep 	9 	67 
Kiso, 	J.N. 90a-b Sep 	16, 	23 	67 
Julius, 	...mbrose 69 Sep 23 	67 
Mtopa, 	H.A. 143a-f Oct 	7-4ov 	11 67 
Mzee, 	Sul1(e1y 161 Nov 	II 	67 
'flay, 	Julius 	J. 136a-b Nov 	18, 	25 	67 
Mtopa, 	H.A. 114a-b Nov 	25, 	Dec 2 67 
Charles, 	Franco 36 Dec 	9 67 
Januari, 	Simon K. 67 Dec 	16 	67 
Ganzel, 	Eddie 48a-g Dec 23 67-Feb 3 68 
Lazaro, 	Robert 99 Feb 	10 	68 
Kashkash 79a-c Feb 	I7-Mar 2 68 
Ganzel, 	Eddie 9a-j Mar 	I6-May 25 68 
Kadibo, 	Peter M. 72 Jun 	8 68 
Ouma, 	Rcsleen 180 Jun 	15 	68 
- 11111=2IM 'Jr  
Author 	:'40.9 Nqmt2etrl 	Dq(s). 
Mtopa, H.A. 145a-h 	Jul 20-Sep 7 68 
Ganzel, Eddie 	50a-h 	Sep 14-Nov 2 68 
Ganzel, Eddie 51a-h 	Nov 9-Dec 28 68 
Snow-White, Akilimali 	204 	Jan 4 69 
Ntumbo, H.H. 	176 	Jan 18 69 
Lwoga, Denis 101a-,- 	Jan 25-Feb 8 63 
Ganzel, Eddie 	52a-k 	Feb 15-Apr 26 69 
Ganzel, Eddie 53s-i 	may 3-Aug 23 69 
Tumbo, Miguel 	206 	Jun 28 69 
Tula, 11,n1 205a-'j 	Jul 19-Sep 13 69 
Ganzel, Eddie 	54a-r 	Oct 4 69-Mar 7 70 
Mbalale, D. 114n-e 	Feb 14-Mar 14 70 
Banzi, Alex 	12 	Feb 28 70 
Banzi, Alex 13 	Mar 21 70 
Ganzel, Eddie 	55a-y 	Mar 28-Sep 12 70 
Owenge, George 181 	Mar 28 70 
Mbalale, Damiani 	115a-b 	Sep 19, 26 70 
Mazuma, R.M.M. .112 	Sep 26 70 
Mwagojo, James Isaac 	156 	Oct 3 70 
Ganzel, Eddie 	56a-af 	Oct 10 70-May 22 71 
Ibrahim, Kayeyo 66 	Oct 10 70 
Chambati, Oman i Ali 	33a-f 	Oct 31-Dec 3 70 
Ngari, P. 	166a-L 	May 22-Aug 7 71 
Ganzel, Eddie 	57a-p 	Jul 24-Nov 6 71 
Mandari, Juraj H. 	107 	Nov 27 71 
1r 
Author 
Ganzel, Eddie 
Moshi, Andrew 
Ngare, Peter 
Mrusha, Deo L. 
Ganzel, Eddie 
Ganzel, Eddie 
Banzi, Alex T. 
Anonymous 
Anonymous 
Anonymous 
Nkulila, Mchembe 
Bundala, Ben M. 
Ganzel, Eddie 
Mkabarah, Jumas 
Lucas, Augustine 
Kahaso, Raphael 
Mlali, M.S. 
Mkabarah, j.R.R- 
Sangi, Augustine Lucas 
Katalambula, F.H.B. 
Saleh, Snleh Ally 
Magerason, Issa I. 
Rutayisingwa, John 
Chambati, Omani Ali 
Ganzel, Eddie 
Datal.Ai 
Dec 4 71-Feb 26 72 
Mar 	4, 11 72 
Apr 8 72 
Apr 15 72 
Apr 22-Aug 5 72 
Sep 23 72-Feb 10 73 
Jan 13-Mar 17 73 
H Apr 14 73 
Apr 28 73 
May 5, 12 73 
May 26-Jul 7 73 
Jul 21, 28 73 
Aug 4-Sep 22 73 
Aug 4-Nov 10 73 
Jan 12 74 
Jan 26-Feb 9 71 
Fnb 16 74 
Feb 23-Mar 
Mar 16 74 
Mar 30 74 
Apr 20 74 
jAtuing :2 7  1 7:  
Sep 14-Dec 28 74 
Jan 4-Apr 12 75 
58a-L 
140a-b 
165 
141 
59a-p 
60a-t 
14a-j 
3 
4 
5a-b 
175a--g 
26a-b 
61a-h 
130a-n 
100 
74a-c 
134 
131a-c 
190 
84 
189 
104 
187 
31a-p 
62a--o 
9 74 
.471,15. 	Ark 
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07 
Author. 	Main List_Num.1)er 	Date(s)  
Ganzel, Eddie 	63a-y 	Apr 19-Oct 1 75 
	
Mkabarah, Jumaa 132a-t 	Oct 11 75-Feb 21 76 
Chanda, Liza R. 	35 	Feb 28 76 
Rutayisingwa, John 	188a-b 	Mar 6, 13 76 
Mbelwa, Shukuru 118a-b 	Apr 10, 17 76 
Mkabarah, Jumaa 	133a-j 	Apr 24-Jun 26 76 
Mbelwa, Shukuru 119a-b 	Jul 17, 31 76 
Ganzel, Eddie 	64a-w 	Aug 7 76-Jan 8 77 
Mchangamwe, Azizi 	124a-s 	Jan I5-May 21 77 
Mchangamwe, Azizi 	125a-s 	May 28-Oct 15 77 
Katili, Sumu 	85 	Oct 22 77 
Katalambula, Diana 	81a-c 	Jan 7-Feb 18 78 
Mchangamwe, Azizi 	126a-q 	Apr 9-Aug 5 78 
Mchangamwe, Azizi 	127a-t 	Aug 12-Dec 30 78 
Mchangamwe, Azizi 	128a-q 	Jan I3-Apr 28 79 
Bailey, Alex 	65a-r 	Apr 21 79-Aug 25 79 
Mchangamwe, Azizi 	129a-L 	Sep 1-Dec 15 79 
Njuguna, David Osman 	1748-i 	Dec 22 19-Feb 23 90 
Ngure, Alex 	170 	May 17 80 
Shimanyula, James Dandi 	191a-c 	Jul 12-26 80 
Shimanyula, James Bandi 	192a-a 	lug 1S-Sep 13 80 
Manji, Akheral 	108 	Sep 20 80 
Manji, Akbernt 109 	Sop 27 80 
Farrar, Betty 	10 	Oct 4 80 
Farrar. Betty •1a-c 	Oct 19-Nov 1 80 
I 	k A A. A, A A 	- At 	)11 	_A■ 	 _ 
Author 	Ma i _Lis.t ...'qm!YfIL 
Farrar, 	Betty. 	42 
Pama, 	Khalid 182 
Ngugi, 	Patrick M. 	168a-d 
Lamu M.D. 94a-n 
Par-fill 
Nov 	8 80 
Nov 	15 	80 
Jan 	24-Feb 	14 
Feb 28-May 30 
81 
81 
508 
Chiapo, 	C.A. 38 Jun 6 	81 
Farrar, 	Betty 43 Jun 13 	81 
Farrar, 	Betty 11 Jun 20 	81 
Ngugi, 	P.M. 169a-1' Jul 4-'1,14 	8 81 
Farrar, 	Betty 45 Aug 22 	41 
Sichalwe, 	M.J. 201 Aug 29 	SI 
Sichalwe, 	I.J. 202 Sep 5 	81 
Chiapo, 	Chiapo Ali 39 Sep 19 	81 
Ruo, 	Ruo himani 184 Sep 26 	81 
Ruo, 	Ruo Kimani 185 Oct 3 	81 
Shimanyula, 	James Bandi 193a-g Oct 10-Nov 21 81 
Charo, 	Charlton 37a-d Nov 28-Dec 19 81 
(cont.) 
Ruo, 	Ruo himani 186 Nov 28 	81 
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Appendix 2: Baraza and Fahari Fiction 
The following is a listing of fiction which appeared in 
the Kenyan Swahili-language weekly Haraza from Jan. 13, 1966 
to Dec. 27, 1979, when it ceased publication. A com- 
prehensive collection of the issues which appeared during 
that period, which was made by the Library of Congress and 
recorded on microfilm, was the primary source of data. A 
few editions were not received by the Library during the 
time it was collecting, so, where possible, the survey wn 
supplemented from my own small collection of later issues. 
Some stories which were not serials could be missing, but 
only one serial installment. the first one from Osman 
Hussein's "Komeha - (number 29n-n in this listingt was not 
available from either source. 
The main 	is organized alphabetically by auth,r 
and numbered for easy reference. Serialized stories receive 
one number, with installments indicated by lower-case 
letters (though upper case L has used to avoid confusion 
with numeral 11. 	The title follows, with an English 
translation: translations were not repeated for each 
installment of serialized stories, but each is labelled with 
the abbreviation - pt." followed by the relevant numeral. 
Entries on the next line are the date of publication and the 
Baraza page number on which the story or serial segment 
could be found. With one exception (part two of Halfani 
Oman 's "hichwa rho Mauti", number 63b, which was continued 
510 
to another page), and unlike the fiction printed in Ta_ifa 
Weekly_ (the other Swahili-language weekly printed in Kenya), 
one-issue stories and serial installments alike could be 
found on a single pago of each weekly Baravi. edition. The 
column inches" entry represents roughly twenty 
two-inch-wile lines pr vertical column inch, about fifty 
words; the main purpose of this entry is to provide an idea 
of the length of there stories relative to each other. 	If a 
cartoon was included as a story illustration, this is noted 
in parentheses after the "column inches" entry, along with 
the artist's name if the illustration was signed. One 
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1. 	Main Listing: 	by Author, Alphabetical Order 
Author: Aden, A.H. 
Title: Kafyonzwa Damu (Sucked Dry of Blood) 
Date: Jun. 19, 1969 	Page Number: 5 Column Inches: 5 
Author: Ambunya, W.E. 
Title: Simtaki Mwanamke Huyu Hata Joe Nini it 
This Woman No Matter what) 
Date: Oct. 2, 1969 	Page Number: 5 Column Inches: 15 
Author: 	Ambunya, W.E. 
Title: Kapigwa Kalamu kwa Sababu yo Mnpenzi (Fired Because of Love) 
Date: Nov. 19, 1970 
Column Inches: 11 
Don't Want 
Page Number: 5 
4. 	Author: Ambunya, w.E. 
Title: Naizi Kamfia Kitandani, Dorica Apigwa Kalamu! 
(Playboy Dies on Her in Bed, Dorica Fired!) 
Date: Aug. 19, 1971 	Page Number: 5 Column Inches: 15 
writer, David Njuguna (see his "Fuata Nyuki Ule Asali," 
number 59a-k), illustrated the installments of Clement H. 
Mntano's "Singizio kwa Askofu" (number 37a-e), before his 
own story--for which he also drew a few cartoons--was 
published. The other artists who signed their work were G. 
Kamau and "Sulubu T." 
For reference purposes, a second listing follows the 
main one, this one organized in chronological order, 
containing the author's last name, the appropriate reference 
number from the main listing, and the date(s) of 
publication. 	A listing of 11 stories from the magazine 
Fahari va  Afrika va Mashariki then concludes this appendix.  
Author: Ambunya, W.E. 
Title: Atupilia Mbali Uaminifu kwa Sababu ya Pea (Throws 
Trustworthiness Away Because of Money) 
Date: Jan. 20, 1972 	Page Number: 7 Column Inches: 21 
Author: Ambunyn, W.E. 
Title: Nasikitika Siwezi Kuolewa na Mlofa Kama Wewe (I'm 
Sorry I Can't Marry a Loafer Like You) 
Date: Jun. 1, 1972 	Page Number: 7 Column Inches: 36 
Author: Ambunya, W.E. 
Title: Taman ye Kwenda Amerika Yanikosesha Kazi Miaka 7 
(Desire to Go to America Costs Me My Seven-Year Job) Date: Aug. 23, 1973 	Page Number: 5 Column Inches: 21 (+ 6. Knmau cartoon) 
Author: Anonymous (Di. Chausiku?) 
Title: Aliona Barua ya Mary Ndipo Akaamini (She Saw Mary's 
Letter and Then Believed Him) 
DatP: Jan. 13, 1966 	Page Number: 6 Column Inches: 52 
.11 MM. 	_ A  
-4- 513 
r- 
Author: Anonymous 
Title: Alitakasa Macho na Kuondoa Maya (Cleared His Head and 
Loosened Himself Up) 
Date: May 26, 1966 	Page Number: 6 
Column Inches: 30 
Author: Anonymous 
Title: Mtaka Vote Hukosa Vote (Cne Who Wants Everythihg 
Loses Everything) 
Date: Feb. 13, 1969 	Page Number: 5 
Column Inches: 19 
Author: Anonymous 
Title: Sin i ya Amina Yatobolewa (Amina's Secret Revealed) 
Date: Apr. 23, 1970 	Page Number: 5 
Column Inches: 6 
Author: Anonymous (F.J. Khamisi'l 
Title: Ben Nakuapia kwa Mungu Sikuachi Milele 	Susaaa (Ben 
I Swear By God I'm Not Leaving You Ever - Susan) 
Date: Jul. 26, (973 	Page Number: 2 
Column Inches: 19 
Author: Anonymous IF,J. Khamisi?) 
Title: Heri Kufa Kuliko Kuteseka Hivyo (Better to Die Than 
to Be Tortured Like That) 
Date: Jul. 26, 1973 	Page Number: 2 
Column Inches: 12 
Author: Bakari, F. 
Title: Mary Ajuta na Kuapa Hatafanya Mapenzi Tena (Mary 
Regrets and Swears She'll Never Have a Love Affair Again) 
Date: Mar. 6, 1969 	Page Number: 5 
Column Inches: 17 
Author: Banzi. Alex T. 
Title: Mapenzi Yawaka Moto na Kuvunja Utakatifu (Love Flames 
Up and Breaks Down Chastity) 
Date: Mar. 20, 1969 	Page Number: 5 
Column Inches: 18 
Author: Banzi, A.T 
Title: Ujana Wai..avuruga Akili Wapenzi (Their Youth Agitates 
the Lovers' Minds) 
Date: Sep. 25, 1969 	Page Number: 6 
Column Inches: 16 
Author: Banzi, Alex 
Title: Nimechoka Kuwatolea Jaaho Wenzangu (I'm Tired of 
Slaving for My Fellow Men) 
Date: Dec. 11, 1969 	Page Number: 9  
Column Inches: 27 
Author: Banzi, A.T. 
Title: Lazima Nimwoe Nitulize Moyo (I Have to Marry Her to 
Calm My Heart) 
Date: Mar. 12, 1970 	Page Number: 5 Column Inches: 17 
Author: Banzi, A.T. 
Title: Najichoma Kisu Kumfuata Msichana Ahera (I Stab My:.-elf 
with a Knife to Follow a Girl to the Afterlife) 
Date: Mar. 25, 1971 	Page Number: 10 Column Inches: 29 
Author: Banzi, A.T. 
Title: Tafadhali Megi Uwe Wangu wa Milele (Please Megi Be Mine Forever) 
Date: Aug. 5, 1971 	Page Number: 5 Column Inches: 26 
Author: Chausiku 
Title: Maskini Darius Alijihurumia kw a Kupoteza Diana as 
Jamaa (Poor Darius Feels Sorry for Himself for Losing Diana and Family) 
Date: Apr. 21, 1966 	Page Number: 6 Column Inches: 28 
Author: Chauaiku, Bi. 
Title: Nitampataje Npttitzi Wan gu Simon Tena? (How Ceti 1 My Beloved Simon Back?) 
Date: Jan. 7, 1971 	Page Number: 5 Column Inches: 10 
Author: Dumila, F. 
Title: Nikiondoka Duniani Utapata Mini? (If I Leave the 
World What Will You Get?) 
Date: May 29, 1999 	Page Number: 7 Column Inches: 21 
Author: Dumila, F. 
Title: Mnpenzi ya Vidosho Sumu kwa Wenye Madaraka (Love 
Affairs with Pla..- gir(s Poison for F:.ecutives) Date: Apr. 12, 1973 	Page Number: 5 Column Inches: 24 
Author: Frank, W. 
Title: Bibi Amkomesha Mum e Mkorofi (Lady Kills Tyrannieal Husband) 
Date: Jan. 22, 1170 	Page Number: 5 Column Inches: 13 
512 
51: 
511 
r- 
Author: Frank, W. 
Title: Kvaje Mwafrika Kawa Nyuma Kuliko .'zungu na Mvesia? 
(How Did thP Arrinn Come to Be Behind the Westerner and the 
Asian?) 
Date: Oct. 22, 1970 	Page Number: 5 
Column Inches: 20 
Author: George, A.S. 
Title: Mapenzi ya Shida Yamfanya Peter Kujitia Tanzi 
(Disastrous LoNe Makes Peter Put Himself in the Noose) 
Date: Jul. 1, 1971 	Page Number: 5 
Column Inches: 21 
Author: Hussein, Osman 
Title: Kamesha (Kill), pt. 2 [pt. 1 missing) 
Date: Dec. 15, 1977 	Page Number: 
Column Inches: 29 
Author: Hussein, Osman 
Title: Komesha, pt. 3 
Date: Dec. 22, 1977 	Page Number: 3 
Column Inches: 32 I+ Solubu T. cartoon) 
Author: Hus-ein, Osman 
Title: Komesha, pt, 4 
Date: Dec. 29, 1977 	Page Number: 3 
Column Inches: 25 (+ Sulubu T. cartoon) 
Author: Hussein, Osman 
Title: Komesha, pt. 5 
Date: Jan. 5, 1973 	Page Number: 5 
Column Inches: 30 (+ Solubu T. cartoon) 
Author: Hussein, Osman 
Title: Komesha, pt. 6 
Date: Jan. 12, 1978 	Page Number: 6 
Column Inches: 38 (+ cartoon) 
281. Author: Hussein. Osman 
Title: KomPsha, pt. 7 
Date: Jan. 19, 1978 	Page Number: 3 
Column Inches: 29 (4 Sulubu T. cartoon) 
Author: Hussein, Osman 
Title: Komesha, pt. 8 
Date: Jan. 26, 1978 	Page Number: 3 
Column Inches: 33 (+ cartoon) 
Author: Hussein, Osman 
Title: Komealia, pt. 9 
Date: Feb. 2, 1978 	Page Number: 3  
Column Inches: 38 (+ Sulubu T. cartocn) 
Author: Hussein, Osman 
Title: Komesha, pt. 10 
Date: Feb. 9, 1978 	Page Number: 3 
Column Inches: 40 (+ Sulubu T. cartoon) 
Author: Hussein, Osman 
Title: Komesha, pt. 11 
Date: Feb. 16, 1978 	Page Number: 3 
Column Inches 36 (+ Sulubu T. cartoon) 
Author: Hussein. Osman 
Title: Komesha, pt. 12 
Date: Feb. 23, 1 9 711 	Page Number: 3 
Column Tnche: 38 I+ Sulubu T. cartoon) 
28L. 	Author: Hussein, Osman 
Title: Komesha, pt. 13 
Date: Mar. 2, 1978 	Page Number: 3 
Column Inches: 46 
Author: Hussein, Osman 
Title: Komesha, pt. 11 
Date: Mar. 9, 1978 	Page Number: 3 
Column Inches: 16 
Author: Hussein, Osman 
Title: Komesha, pt. 15 
Date: Mar, 16, 1978 	Page Number: 3 
Column Inches: 13 (+ cartoon) 
Author: Kimaryo, E.N. 
Title: Nala Keratin kwa Kudoea Bibi za Watu (I Taste the Rope 
for Sneaking Around with Someone's Wife) 
Date: Sep. 2), 1970 	Page Number: 5 
Column Inches: 16 
Author: Kiringa, J.K. 
Title: Wewe, Lucy, Una Bahati Sans (You, Lucy, Are Very 
Lucky) 
Date: Apr. 17, 1969 	Page Number: 5 
Column Inches: 13 
Author: Malala, W. 
Title: Kweli Wanawake Hawaaminiki (Really Women Can't 
Trusted) 
Date: Apr. 16, 1970 	Page Number: 5 
Column Inches: 19 
Be 
Author: Malala, Wycleffe 
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Title: Nitakufa Sedate Yako, Nickola Amwambia Nduguye (I'll 
Die Instead of You, Nickola Tells His Brother) 
Date: Feb. 18, 1971 	Page Number: 5 
Column Inches: 18 
Author: Marealle, Hi. 
Title: Nilikaribishva Kama Mtoka Addis Ababa (I'm Welcomed 
as One From Addis Ababa) 
Date: Jul. 16, 1970 	Page Number: 5 
Column Inches: 18 
Author: Marenile, Bi. L. 
Title: Wivu wn Mapenzi Wanifanva Kumwacha Jimmy Maisha (Love 
Jealousy Makes Me Leave Jimmy for life) 
Date: Dec. 10, 1970 	Page Number: 8 
Column Inches: 27 
Author: Masawe. J.M. 
Title: Nimekoma (udoea Wake za Watu (I'm Dead for Sneaking 
Around with Others' Wives) 
Date: Aug. 16, 1973 	Page Number: 5 
Column Inches: 26 if G. Kamau cartoon) 
Author: Mnsawp, J.M. 
Title: Mkora Achezea Jela Maisha (Mkora Plays in Jail for 
Life) 
Date: Jan. 17, 1974 	Page Number: 7 
Column Inches: 19 
Author: Matano, Clement H. 
Title: Singizio kwa Askofu (False Accusation of the Bishop). 
pt. 1 
Date: Apc. 5, 1979 	Page Number: 3 
Column Inches: 39 (+ David Njuguna cartoon) 
Author: Metall°, Clement H. 
Title: Singizio kwa Askofu, pt. 2 
Date: Apr. 12, 1979 	Page Number: 3 
Column Inchea: 50 (+ David Njuguna carto)n) 
37o. Author: latano, Clement H. 
Title: Singizio kwa Askofu, pt. 3 
Date: Apr. 19, 1979 	Page Number: 3 
Column Inches: 40 (+ Dexid N)ustuna cartoon) 
Author: Matano, Clement H. 
Title: Singizio kwri Askofu, pt. 4 
Date: Apr. 26, 1979 	Page Nullber: 1 
Column Inchea: 41 I+ David Njuguna cartoonl 
Author: Mat no. Clement H.  
Title: Singizio kwa Askofu. pt. 5 
Date: May 3, 1979 	Page Number: 3 
Column Inches: 39 (+ David Njuguna cartoon) 
Author: Mchangamwe, Azizi 
Title: Eva (Eva) 
Date: Mar. 23, 1978 	Page Number: 3 Column Inches: 44 
Author: Mcharo, H.N. 
Title: Ajuta Kupiga Matindi na Mkewe (He Regrets Getting Drunk with His Wife) 
Date: Dec. 31, 1970 	Page Number: 5 Column Inches: 9 
Author: Mohamed, Abubakar 
Title: Salle Aogopa Kurudi Nyumbani Rizavuni (Salie Fears 
Returning Home to the Reserve) 
Date: Mar. 17, 1966 	Page Number: 6 Column Inches: 2) 
Author: Moto, K.B. 
Title: Mapenzi ya Paul Sumu kwa Vipusa (Loving Paul Poison for Playgirls) 
Date: Aug. 9, 1973 	Page Number: 7 Column Inches: 22 
Author: Mpendeni, Frank 
Title: Majangili (Gangsters), pt. 1 
Date: Aug. 24, 1978 	Page Number: 3 
Column Inches: 29 (+ Sulubu T. cartoon) 
Author: Mpondani, Frank 
Title: Majangili. pt . 2 
Date: Aug. 31, 1978 	Page Number: 3 
Column Inehes: 34 (+ Sulubu T. cartoon) 
Author: Mpendani,'Prank 
Title: Majangili, pt. 3 
Date: Sep. 7, 1978 	Page Number: 3 
'Column Inches: 32 (+ Sulubu T. cartoon) 
Author: Mppndani, Frank 
Title: Majangili, pt. 4 
Date: Sep. 7, 1978 	Page Number: 3 Column Inches: 37 
Author: Mpendani, Frank 
Titlp: Majangili, pt. 5 
Date: Sep. 21, 1978 	Page Numher: 3 Column Inches: 2o 
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12f. 	Author: Apendani, Prank 
Title: Majangiii, pt. 5 
Date: Sep. 28, 1978 	Page Number: 3 Column Inches: 34 (4 Sulubu T. cartoon) 
422. Author: Mpendani, Frank 
Title: Majangili, pt. 7 
Date: Oct. 5, 1978 	Page Number: 3 
Column Inches: 31 1+ Sulubu I. cartoon) 
433. Author: Mpendai, Frank 
r 	
n 
 Title: Mauaji kwa Ajili yo Pesa (Murder (or Money), pt. 1 
Date: Jul. 26, 1979 	Page Number: 3 
Column Inches: 30 
Author: Mpendani. Frank 
Title: Mnuaji kwa Ajili ya Pesti, pt. 2 
Date: Aug. 2, 1979 	Page Number: 3 
Column Inches: 35 
Author: Mpendani, 
Title: Mauaji kwa Ajili 
Date: Aug. 9, 1979 
Column Inches: 35 
, 43d. Author: Mpendani, Frank 
. 1 Title: Mauaji kwa Ajili ya Pesa, pt. 4 
Date: Aug. 16, 1979 	Prige Number: 3 
Column Inches: 34 
Author: Mpendani, Frank 
Title: Mauaji kus Njili ya Pesa. pt. 5 
Date: Aug. 30, 1979 	Page Number: 3 
Column Inches: 33 
Author: Mpendani, Fran
Title: Mauaji Itua Ajili ys Pesa, pt. 6 
Date: Sep. 6, 1979 	Page Number: 3 
Column Inches: 12 
Author: Mpendani, Frank 
Title: Mauaji k ,-:a Ajili ya Perin, pt. 7 
Date: Sep. 13, 1979 	Page Number: 3 
Column Inches: 24 
Author: Mpendani, Frank 
Title: Mauaji kwa Ajili Ya Pesa. pt. 8 
Date: Sep. 20, 1979 	Page Number: 3 
Column Inches: 23 
44a. 	Authcr: (ipendani, F.G.  
Title: Hangaisho In Mumiani (Fear or Gangsters), pt. 1 Date: Dec. 6, 1979 	Page Number: 3 Column Inches: 31 
Author: Mpendani, F.G. 
Title: Hangaisho In Aumiani, pt, 2 
Date: Dec. 13, 1979 	Page Number: 3 Column Inches: 46 
Author: Apendani, F.G. 
Title: Hangaisho la Mumiani, pt. 3 
Date: Dec. 20, ;979 	Page Number: 3 Column Inches: 33 
Author: Mpendani, F.G. 
Title: Hangaisho In Auminni, pt. 1 
Date: Dec. 27, 1979 	Page Number: 3 Column Inches: 46 
45. 	Author: Msangi, A.M. 
Title: Mapenzi Yamtalinme.::a Kijana Mpare (Love Ruins a Voung Pare Man) 
Date: Aug. 23, 1973 	Page Number: 5 Column Inches: 22 
16. 	Author: Aube:..i. F.D. 
Title: Kipusa Amkatan Apenziwe Kanisani (Playgirl Turns Dr,t:n Her Lover in Church) 
Date: Jul. 22, 1971 	Page Number: 5 Column Inches: 17 
47. 	Author: Aubezi, F.H. 
Title: Mapenzi ya Pembe zn Chnki Yavunja Nyumhn ya Tnti n (Illicit Love Wrecks Tntizo's Home) 
Date: Sep. 2, 1971 	Page Number: 5 Column Inches: 26 
48., Author: Mubezi, F.B. 
Title: Nafa Nimfunte Apenzi Ahera (I Die So I Can Follow My Lover to the Afterlife) 
Date: May 18, 1972 	Page Number: 7 Column Inches: 32 
Author: Aubezl, F. 
Title: Daiamini Vipusa Wnishio Mijini (Don't Trust the 
PlaYgirls Who Live in the Cities) 
Date: Aug. 2, 1973 	Page Number: 7 Column Inches: 30 
Author: Muhia, S. 
Frank 
ya Pesa, pt. 3 
Page Number: 3 
Number: 3 
55i. 	Author: M ,-..agojo, J.I. 
Title: Lemba In Vkoka, pt. 9 
Date: Nov. 22, 1979 	Page 
Column Inches: 21 
ARI0,4 „ 
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Title: Nababaisha l'annume kwa Urembo II S1upefy Men with My 
Beauty) 
Date: Aug. 2. 1973 
Cortimn Inches: 14 
Author: Mwango3o, (sic) J.I. 
Title: Chombo cha tushia Maneno Chatoa Sin i (Tape Recorder 
Reveals Secrets) 
Date: Sep. 18, 1969 	Page Number: 5 
Column inches: 9 
Page Numbrr: 7 
55n. 	Author: Mwagojo, J.I. 
Title: Lemba In Ukoka (Turban of Straw 
Date: Sep. 27, 1979 Page Number: 
Column Inches: 24 
54e. 	Author: Mwagojo, James 
Title: Simu Ku*.oka Mombasa, pt. 5 
Date: Mar. 29. '979 	Page Number: 3 
Column Inches: 23 
IA Fraud)), pt. 1 
3 
Author: Mwagoio, 14.1.) 
Title: Ujanja no Omar Wafanya Wezi Stadi Kunaswa on Polisi 
(Omar's CleverneAs Gets Expert Crimjnil(s Trapped by Police) 
Date: Oct. 18, 1973 	P3ge Number: 7 
Column Inches: 18 
Author: Mwagojo, J.I. 
Title: )Ibio za Wahalifu (Gangsters' Run), 
Date: Oct. 12, 1973 Page Number: 3 
Column Inches: 41 
Author: lwagojo, 4.1. 
Title: Mhio za Wahalifu, pt. 2 
Date: Oct. 19. 1978 	Page Number: 3 
Column Inches: 68 
Author: Mwagojo, 4.1. 
Title: Mbio za Wahatifu, pt. 3 
Date: Oct. 26, 19 7 8 	Page Number: 3 
Column Inches: 61 
5•a. Author: Mwagojo, James Isaac 
Title: Simu Kutoka Mombasa (Phone Call from Mombasal, pt. I 
Date: Mar. I, 1979 	Page Number: 
Column Inches: 31 
Author: Mwagojo. James Isaac 
Title: Simu Kutoka Mombasa, pt. 2 
Date: Mar. 8, 1979 	Page Number: 3 
Column Inches: 32 
Author: Mwagojo, James Isaac 
Title: Simu Kutoka Mombasa, pt. 3 
Date: Mar. 15, 19 7 9 	Page Number: 3 
Column Inches: 41 
Author: Mwagojo, James Isaac 
Title: Simu Kutoka Mombasa. pt . 4 
Date: Mar, 22, 1979 	Page Ni.,mber: 3 
Column Inches: 57 
Author: Mwagojo, J.I. 
Title: Lemba In Ukoka, pt. 2 
Date: Oct. 4, 1979 	Page Number: 3 
Column Inches: 30 
Author: Mwagojo, J. I. 
Title: Lemba la Ukoka. pt. 3 
Date: Oot. 11, 1979 	Page Number: 3 
Column Inches: 25 
Author: Mwagojo, J.I. 
Title: Lemba Is Ukoka, pt. I 
Date: Oct. 18, 1979 	Page Number: 3 
Column Inches: 24 
Author: Mwamojo, J.I. 
Title: Lemba la Ukoka, pt. 5 
Date: Oct. 25, 1979 	Page Number: 3 
Column Inches: 28 
Author: Mwagojo, J.I. 
Title: Lemba la Ukoka, pt. 6 
Date: Nov. I, 1979 	Page Number: 3 
Column Inches: 19 
Author: Mwagojo, —.J.I. 
Title: Lembo la Ukoka, pt. 7 
Date: Nov. 8, 1979 	Page Number: 3 
Column Inches: 31 
Author: Mwagojo, J.I. 
Title: Lemba Is Ukoka. pt. 8 
Date: Nov. 15, 1979 	Page Number: 3 
Column Inches: 21 
553. 	Author: Mwagodo. 3.I. 
p t. 
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Title: Lembn la Ukoka, pt. 10 
	
Date: Nov. 29, 1979 	Page Number: 3 
Column Inches: 51 
55k. -Author: Mwagojo, J.1. 
Title: Lemba la Ukoka, pt. 11 
Date: Dec. 6, 1979 	Page Number: 3 
Column Inches: 12 
Author: Mwangi, P. 
Title: Kijana Asiyefahamu Taabu Iliyempata Mamake (Young Man 
Unaware of Trouble that Befell His Mother) 
Date: Feb. 19, 1970 	Page Number: 5 
Column Inches: 14 
Author: ri7r.e., 	S.I. Title: Halali kwa Kumeikiri Amina (Can't Sleep for Thinking 
About Aminal 
Date: May 15, 1969 	Page Number: 5 
Column Inches: 10 
Author: Naumanns, G.O. 
Title: Ujania wa Mapenzi Mwisho Ni Mauti (Trickery 
Results in Death) 
Date: Nov. 4, 197) 	Page Number: 6 
Column Inches: 30 
Author: Njuguna, David 
Title: Fuata Nyuki Ule Asali (Follow Pees to Fat Honey), pt. 
Date: May 10, 1979 	Page Number: 3 
Column Inches: 14 
Author: Njuguna, David 
Title: Fuata Nyuki Pie Asali, pt. 2 
Date: May 17, 1979 	Page Number: 3 
Column Inches: 29 (+ David Njuguna cartoon) 
Author: Njuguna, David 
Title: Fuata Nyuki Vie Asa ii, pt. 3 
Date: May 21, (979 	Page Number: 3 
Column Inches: 25 (+ David Njuguna cartoon) 
Author: Njuguna, David 
Title: Fuata Nyuki Die Asali, pt. 4 
Cate: May 31, 1979 	Page Number: 3 
Column Inches: 31 
Author: Njuguna, David 
Title: Fuata Nyuki lie Asali, pt. 5 
Date: Jun. 7, 1979 	Pace Number: 3 
Column Inches: 27 
Author: Njuguna, David 
Title: Fuata Nyuki Ule Asali, pt. 5 
Date: Jun. 14, 1979 	Page Number: 3 
Column Inches: 22 (+ David Njuguna cartoon) 
Author: Njuguna, David 
Title: Fuata Nyuki Die Asali, pt. 7 
Date: Jun. 21, 1979 	Page Number: 3 Column Inches: 37 
Author: Njuguna, David 
Title: Fuata Nynki Ule Asali, pt. 8 
Date: Jun. 28, 1979 	Page Number: 3 Column Inches: 26 
Author: Njuguna, David 
Title: Fuata Nyuki Ule Asali, pt. 9 
Date: Jul. 5, 1979 	Page Number: 3 
Column Inches: 26 
Author: Njuguna, David 
Title: Fuata Nyuki Pie Asali, pt. 10 
Date: Jul. 12, 1979 	Page Number: 3 Column Inches: 32 
Author: Njuguna, David 
Title: Fuata Nyuhi rift Ass Ii, pt. 11 
Date: Jul. 19, 1979 	Page Number: 3 Column Inches: 21 
Author: Okoth, Bob N. 
Title: Rashidi Akasikia Busu Kali Lamvuta Ulimi (Rashidi 
Felt a Wild Kiss Pulling (lia Tongue) 
Date: Feb. 27, 1969 	Page Number: 3 Column Inches: 20 
Author: Okoth, R. N. 
Title: Mapenzi ye Tineja Yampotosha Snlima (Teenage Lme Affair Perverts Salima) 
Date: Jul. 21, 1969 	Page Number: 5 Column Inches: 19 
Author: Okoth, B. 
Title: Bibi Arusi Adinda Kuja hanisani (Bride Refuses on Way to the Church) 
Date: Oct. 16, 1969 	Page Number: 5 Column Inches: 15 
63a. 	Author: Omani. Halfani 
in Love 
524 
3 
Title: Kichwa cha Mnuti (Death's Head), pt. 1 
Date: Apr. 27, 1978 	Page Number: 3 
Column Inches: 42 (+ 9ulubu T. cartoon) 
- Author: Omani, 4alfani 
Title: Kichwa cha Mauti, pt. 2 
Date: May 4, 1978 	Page Number: 3, 5 
Column Inches: 49 (+ Sulubu T. cartoon) 
Author: Cmari, Halfani 
Title: Kichwa chin Mauti, pt. 3 
Date: May 11, 1978 	Page Number: 3 
Column Inches: 37 (+ Sulubu T. cartoon) 
Author: Omari, Halfani 
Title: Kichwa cha Mauti. p. 
Date: May 18, 1973 	Page Number . 3 
Column inches: 47 f+ Suluhu T. carto ,m) 
Author: Omani, Halfani 
Title: Mkamia Maji Hayanywi (One Obseased with Water 'Doesn't 
Drink It), pt. I 
Date: Jul. 27, 1978 	Page Number: 3 
Column Inches: 30 (+ Su)ubu T. rartcon) 
Author: (1marl, 11711fani 
Title: Mkamia Maji Hayanywi. pt. 2 
JP 	
Date: Aug. 3. 1978 	Page Number: 3 
Column Inches: 27 I+ Sulubu T. cartoon) 
64c.. Authov: Omani, ((alfani 
Title: Mkania Maji Hayaw,wi, pt. 3 
Date: Aug. 10, 1978 	Page Number: 3 
Column Inches: 37 (+ Sulubu T. cartoon) 
64d. 	Author: Omari, Halfani 
Title: Mkamin Maji Hayanywi, pt. 4 
Date: Aug. 17, 1978 	Page Number: 3 
Column Inches: 37 (+ Sulubu T. cartoon) 
65a. Author: Omani, Halfani 
Title: Atekwa Nyara (Taken Hostage), Pt. 1 
Date: Nov. 2, 1918 	Page Number: 3 
Column Inches: 48 (4 Sulubu T. cartoon) 
65h. 	Author: Omari, Halfani 
Title: Atekwa Nyara, pt. 2 
Date: Nov. 9, 1978 	Page Number: 3 
Column Inches: 40 
65o. 	Author: Omani, Ilalfani  
Ti tie: Atekwa Nvara, Pt. 3 
Date: Nov. 16, 1978 	Page Number: Column Inches: 40 I+ Sulubu F. rartoon) 
Author: Omari, Halfaoi 
Title: Atek•a Nyara, pt. 4 
Date: Nov. 30, 1978 	Page Column Inches: 16 
Author: Omnri, Halfani 
Title: Atekwa Nara, pt. 5 
Date: Jan. I, 1979 	- Page Number: 3 Column Inches: 42 
651. 	Author: Omari, Ha1fani 
Title: •tekwa Nvara, pt. 6 
Date: Jan. 11, 1 979 	Page Number: 3 Column Inches: 10 
Author: Omari, Halfani 
Title: Atekwa Nyara, pt. 7 Date: Jan. 18, 1979 	Page Number: 3 Column Inches: 45 
Author: Omori, Halfani 
Title: Atekwa Nyara, pt. 8 
Date: Jan. 25, 1979 	Page Number: 3 Column Inohes: 39 
Author: Omari, Halfani 
Title: Atekwa Nynrn, pt. 9 
Date: Feb. 1, 1979 	Page Number: 3 Column Inches: 32 
Author: Omnri, Halfani 
Title: Atekwn Nyara, Pt- 1 0 Date: Feb. 8, 1979 	Page Number: 3 Column inches: 33 
Author: Oman, Halfani 
Title: Atekwa Nyara, pt. 11 
Date: Feb. 15, 1979 	Page Number: 3 Column Inches: 34 
65L. 	Author: Omani, Halfani 
Title: Atekwa Nyara, pt. 12 
Date: Feb. 22, 1979 	Page Number: 3 Column Inches: 13 
66. 	Author: Omung'a, J.0. 
Number: 3 
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Title: Ruth Aniuliza, "Utanioa Lini?" (Ruth Asks Me, 	When 
Will You Marry Me?") 
Date: Oct. 14, 1971 	Page Number: 5 
Column inches: 20 
Author: Pella, T. 
Title: Siwezi Kuolewa Nawe Kwani Huna E!imu (I Can't Get 
Married to You Because You're Uneducated) 
Date: Aug. 9, 1973 	Page Number: 7 
Column Inches: 34 (+ G. Kamau cartoon) 
Author: S--ady, A.A. (name obscured) 
Title: Sauti ye Hariamu Yanifanya Kugutuka (Mary's Voice 
Startles Me) 
Date: May 14, 1970 	Page Number: 5 
Column Inches: 12 
Author: Said, S. 
Title: Nilimwamini Rafiki Kumbe 	Adui (I Trusted My Friend 
Lo! He's My Enemy) 
Date: Sep. 6, 1973 	Page Number: 7 
Column Inches: 19 
Author: Sampah, 1.A. 
Title: Kisura Kanitia Hatiani (Playgirl Gets Me in Trouble) 
Date: Aug. 11, 1969 	Page Number: 5 
Column Inches: 8 
Author: Soi, Di. S.R. 
Title: Dora Akosa Kazi on Kumpoteza Mchumba kwa Mapenzi ya 
Bost (Dora Loses Her Job and Fiancee Over an Affair with Her 
Boss) 
Date: Sep. 20, 1913 	Page Number: 6 
Column Inches: 11 
Author: Sumuni, E.N. 
Title: Salimu Ala Risasi kwa Kuyunja Ahadi y.t Ndoa (Salimu 
Eats a Bullet for Breaking a Marriage Promise) 
Date: Aug. 30, 1973 	Page Number: 5 
Column Inches: 20 (+ G. Kamau cartoon) 
Author: Sungura, F. 
Title: Ben Kamwurt Bible kwa Mapenzi 	hipusa (Ben Kills His 
Wife for the Love of R Playgirl) 
Date: Oct. 4, 1973 	Page Number: 6 
Column Inches: 11 
71. 	Author: Rungura, J. 
Title: Nani 9wana Katika Nyumba Hi), weue 'loda on Mimi? 
(Who's the Ross in this )4ouse, You, R , c1a, )1. 1") 
late: Nov. 8, 1913 	Page Number: 7 
Column Inche s : 16 
Author: Twanga, V. Muswahili 
Title: Kazi (Work), pt. 1 
Date: May 25, 1978 	Page Number: 3 
Column Inches: 40 (+ Sulubu T. cartoon) 
Author: Twangs, V. Muswshili 
Title: Kazi, pt. 2 
Date: Jun. 1, 1978 	Page Number: 3 
Column Inches: 29 (+ Sulubu T. cartoon) 
Author: Twanga, V. Muswahili 
Title: Kazi, pt. 3 
Date: Jun. 8, 1978 	Page Number: 3 
Column Inches: 32 (+ Sulubu T. cartoon) 
Author: Twanga, V. Muswahili 
Title: Kazi, pt. I 
Date: Jun. 15, 1978 	Page Number: 3 
Column Inches: 30 (+ Sulubu T. cartoon) 
Author: Twanga, V. Muswahili 
Title: Nazi, pt. 5 
Date: Jun. 22, 197ft 	Page Number: 3 
Column Inches: 23 (+ Sulubu T. cartoon) 
Author: Twanga, V. Muswahili 
Title: Kazi, pt. 6 
Date: Jun. 29, 1978 	Page Number: 3 
Column Inches: 23 (+ Sulubu T. cartoon) 
Author: Twanga, V. Muswahili 
Title: Kazi, pt. - 
Date: Jul. 6, 1978 	Page Number: 3 
Column Inches: 24 (+ Sulubu T. cartoun( 
15h. 	Author: Twang a, V. Muswahili 
Title: Kazi, pt. ;') 
Date: Jul. 13, 1978 	Page Number: 3 
Column Inches: 20 (4 Sulubu T. cartoon) 
75i. 	Author: Twanea, V. Muswahili 
Title: Kazi, pt. ) 
Date: Jul. 20, 1)78 	Page Numb-r: 3 
Column Inches: 15 
Author Master List Number Date(s) 
Anonymous 11 Apr. 	23, 70 
S--ady 68 May 	14, 70 
Marealle 33 Jul. 	16, 70 
Kimaryo 29 Sep. 	24, 70 
Frank 26 oct. 	22, 70 
Ambunya 3 19, 70 
Marealle 31 Dec. 	10, 70 
Mcharo 39 Dec. 	31, 70 
Chausiku 22 Jan. 	7, 71 
Malala 32 Feb. 	18, 71 
Banzi 19 N.Ar. 	25, 71 
George 27 Jul. 	1, 71 
Mubezi 16 Jul. 	22, 71 
Banzi 20 Aug. 	5, 71 
Ambunya 1 Aug. 	19, 71 
Mubezi 17 Sep. 	2, 71 
Omung'a 66 Oct. 	11, 71 
Naumanns 38 Nov. 	4, 71 
Ambunya 5 Jan. 	20, 72 
Mubezi 48 May 	18, 72 
Ambunya 6 Jun. 	1, 72 
Dumila 24 Apr. 	12, 73 
Anonymous 12 Jul. 	26, 73 
Anonymous 13 Jul. 	26. 73 
Mubezi 49 Aug. 	2, 73 
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II. 	Author/Master 
Author 	tja. r . Lst 
List 	Number13I 
'lumber, 
8 
40 
21 
9 
in 	Chronological 	Order 
Dat.filA 511 
Jan. 	13, 	66 
Mar. 	17, 	66 
Apr. 	21, 	66 
May 	26, 	66 
Anonymous 
Mohamed 
Chausiku 
Anonymous 
Anonymous 10 Feb. 	la, 	69 
Okoth 60 Feb. 	27, 	69 
Bakari 11 Mar. 	6, 	69 
Banzi 15 Mar. 	20, 	69 
Kiringa 30 Apr. 	17, 	69 
Mzee 57 May 	15, 	69 
Dumila 23 May 	29, 	69 
JO Adan Jun. 	19, 	69 
Okoth 61 Jul. 	21, 	69 
Sampah 70 Aug. 	14, 	69 
Mwa(n)gojo 51 Sep. 	18, 	69 
Banzi 16 Sep. 	25. 	69 
Acbunya Oct. 	2. 	63 
Okoth 62 on t. 	16, 	69 
Banzi 17 Dec. 	11, 	69 
Frank 25 Jan. 	22, 	70 
Muangi 56 Fe. 	19, 	70 10 
Banzi 18 Mar. 	12, 	70 
Malala 31 Apr. 	16. 	70 
- A - 	nirlinh„o 	Al. 	 A . 
10 
t‘uthor 	Mas .ter_List Number Da . e .ici. 
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Muhia 50 Aug. 2, 	73 
Moto 41 Aug. 9, 	73 
Pella 67 Aug. 9, 	73 
Masawe 35 Aug. 16, 	73 
Ambunya 7 Aug. 23, 	73 
Msangi 15 Aug. 23, 	73 
Sumuni 72 Aug. 39, 	73 
Said 69 ' 	'Sep. 6, 	73 
Soi 71 Sep. 20, 	73 
Sungura 73 Oct 4, 	73 
Mwagojo 52 Oct 18, 	73 
Sungura 74 Npv.  8. 	73 
Masawe 36 Jan 17, 	74 
Hussein 28a-n Dec. 15, 	77 - 	Mar. 	16, 78 
Mchangamwe 38 Mar. 23, 	78 
Oman i 63a-d \pr. 27, 	78 - May 	18, 78 
Twangs 75a-i May 25, 	78 	- Jul. 	20, 78 
Omari 61a-d Jul. 27, 	78 - 	Aug. 	17, 78 
Mpendani 1::n-g .kug. 21, 	7R - 	Oct. 	5, 78 
Mwagojo 51n-c Oct. 12, 	78 - 	Oct. 	26, IR 
Oman i 555-I Nov. 2, 	78 	- Feb. 	22, 79 
Mwagojo 51a-e Mar. 1, 	79 	- Mar. 	29, 79 	• 
Matano 37a-e Apr. 5, 	79 	- May 	3, 	79 
Njuguna 51a-k May 10, 	79 	- Jul. 	19, 79 
Mpendani 41a-h Jul. 26. 	79 - 	Sep. 	20, 79 
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Author 	Mast_er. List _Number 	Date al 
Mwagojo 55a-k 	Sep. 27, 79 - Dec. 6. 79 
Mpendani 	•4a-d Dec. 6, 79 - Dec. 27, 79 
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The magazine Faha.ri_va Afriks . y. a_Masharik .i. was a 
monthly produced by Tai Publishers of Nairobi from September 
1976 until it ceased Kenyan publication in May of 1977. 
According to Azizi Mchangamwe's writer's survey response, 
the magazine was moved to Dar es Salaam, and continued 
publication until 3eptember of 1979, when Mchangamwe's 
serial - Uso we Mauti" was completed—though even the author 
is not sure of this, for he was nOt sent copies from Dar. 
(See Mchangamwe's survey in Appendix 3, p. 568). 
Besides, the newspapers from the Library of Congress 
microfilms, this is the only other Kenyan Swahili periodical 
that published fiction of which I have been able to obtain a 
copy for examination. 	I was able to buy second-hand copies 
From street vendors in Nairobi; 1 found all hut one issue, 
that of December 1976. 
The listings here pretty much follow the same format as 
the Taila Weekly. and Baraza fiction. The volume and number 
gets a separate listing, and there are about 25 words per 
column inch. Se‘eral stories were published anonymously; 
the writer may have been the editor of the magazine, Fred 
Jim Mdoe. He is the author of a bookbound collection of 
children's stories, Mita za Mzee :obe (The Tricks of Old Man 
Tortoise), published by East African Publishing House in 
1969 and reprinted in 1175. Mdoe is credited as both 
323 
mhariri (editorl and one of two wananaaji kurasa (layout 
specialists) on the contents page of each issue: he els-) 
wrote features and book reviews. 
Stories were illustrated with uncaptioned cartoons by 
the magazine's artist. 	With the first issue of %olume two, 
January of 1977, there was a change of staff artists: 	Raju 
Baradin replaced Charles Ngunu. 	However, the final 
installment of Faraji Katalambula's "Picha ya Pacha, 	which 
appeared in the Januarv issue, was illustrated with reprints 
of the Ngunu cartoon that accompanied part one or the story, 
which appeared in November 1976. Not having seen a December 
1976 issue, I cannot be sure there was one. Even a rending 
of the January 1977 final installment of the Katalambulla 
serial does not yield a clear indication of a missing part, 
nor are there ether indicators such as references to it in 
later issues. 	Volume IT, number 2 was a combined issue: 
February and March of 1977. 
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Main Listing: 	by %uthor, Alphabetical Order 
Title: Mume wa Dada Yanau Ni Wanau (The Husband of My Sister Ia. Author: Anonymous 
Is Mine), pt. 1 
Vol. & no.: I. 2 
Date: Oct 76 
Pages: 13, 25, 30 	Illus.: Charles Naunu Col. inches: 86 
Title: Muse wa Dada Yanqu Ni Wango, pt. 2 
lb. Author: Anonymous 
Vol. & no.: 1, 3 
Date: Nov 76 
Pages: 14, 15, 40 	Illus.: Charles Ngunu Col. inches: 17 
Author: Anonymous 
Title: Mafuvu (Skulls). pt. 1 
Vol. & no.: 1, 2 
Date: Oct 76 
Pages: 15, 24 
Col. inches: 76 
	Illus.: Charles Ngunu 
Author: Anonymous 
Title: Mafuvu, pt. 2 
Vol. & no.: 1, 3 
Date: Nov 76 
Pages: 18, 19, 38 
Col. inches: 86 
	Illus.: Charles Ngunu 
Author: Anonymous 
Title: Usiache Mba.-hao...(Don't Leave '.our Mat...) 
Vol. & no.: 11, 3 
Date: Apr 77 
Pages: 15 	Illus.: Rain Baradia Col. inches: 31 
Author: Anonymous 
Title: Dakika ya Mwisho (The Last Minute) 
Vol. & no.: II, 3 
Date: Apr 77 
Pages: 16, 17, 26 
Col. inches: 64 
	Illus.: Faju Baradia 
Author: R3ignr018, Wilson 
Title: Perwi Chunau (Bitter Love) 
Vnl. & no.. 1. 1 
Date: Sep 76  
Pages: 16, 17, 31, 33, 31, 35, 26 
Col. inches: 190 	Illus.: Charles Naunu 
Author: Katalambula, Faraj 
Title: Picha ya Pacha (Pacha's Picture), pt. 
Vol. & no.: 1, 3 
Date: Nov 76 
Pages: 14, 15, 40 
Col. inches: 77 	Illus.: Charles Naunu 
Author: Katalambula, Faraj 
Title: Picha ya Pacha, pt. 3? 
Vol. & no.: ii, 1 
Date: Jan 77 
Pages: 8, 9, 32, 33 
Col. inches: 118 	Illus.: Charles Ngunu 
74 Author: Mapalala, Bernard 
Title: Faraja ya Majuto (Regretful Joy) 
Vol. & no.: II, 2 
Date: Feb/Mar 77 
Pages: 13, 28 
Col. inches: 64 	Illus.: Raju Baradia 
Author: Mapalala, Bernard 
Title: Hadhi Yangu (My Social Standing) 
Vol. & no.: II, 2 
Date: Feb/Mar 77 
Pages: 14, 15, 26 
Col. inches: 85 Illus.: Raju Baradia 
Authnr: Mclu‘tigamwe, A7iZ 
Title: (go wa Mauti (Face of Death). pt. 1 
Vol. & no.: 11, 5 (sic) 
Date: May 77 
Pages: 22, 23, 29, 30 
Col. inches: 109 	Illus.: Raju Baradia 
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II. Author/Master List Number(s) in Chronological Order 
Author 	Mastcr Litt Npmber 	Datels/ 
Kaigarula, Wilson 	5 
	Sept. 76 
Anonymous 	la ,b Oct., Nov. 76 
Anonymous 2a,b 
	Oct., Nov. 76 
Katalambula, Faraj 	6a,b Nov. 76, Jan. 77 
Mapalala, Bernard Feb./Mar. 77 
Mapalala, Bernard 	8 
	Feb./Mar. 77 
Anonymous 	 Apr. 77 
Anonymous Apr. 77 
Mchangamwe, Aiz 	9 
	May 77 
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Append t ,: 3: Writers' and Readers' Surveys 
%s part or my field research in Kenya in 1977-78, 
towards the end or my stay there, I conducted a survey of 
writers. 	The :,...urvey was done hr mail, with a questionniire 
form sent to the author in care of his or her publisher'r. 
address. 	The forms were modeled after writers' 
questionnairs created by Don Dotscm for his Ph.D. field 
research on Onitsha market litera'-_ure in Nigeria lOnit.;ha 
Paaphle. ts: 	Culture in the Marketolace, Thesis, Lni%ersit: - 
of Wisconsin-Madison, 1971). 	Dr. Edris Malcward or the 
Department ef Afric-an Languages and Literature at t , isc-on.-;in 
was on Dfltson's lissortation defen 	- ommittee, and 
kindly made me tot '0 of thi ,r popular literature study 
I left to do field work myseI' in K , :nva. 
Ii ft 	fnrms 	sont out. hut I do not know how many 
were actually re'-' Ito-I. 	f mailed forms to the nino 
of newspaper ri tion r. ho 	had their work published :n Er ft 
lyeeklv and/or tlara7.a during my stay in Kenya. and 11.-:o to 
two others I knew of hofor ,i. 1 began mv research. 	The 
,remaining thirty-nine survey forms wont to the h.riters of 
paperbound books, novellas, short short em, or plays. 	sem.- 1 
wrote to because their works were already availabl.- in the 
It at 	others I became aware of only durinct the oour,0 or mv 
fieldwork. 	Basically f sent quostionnairP 	to author; t.ho 
swomf.d to hnvo 1 ,:hiovoci gume surress: 	they had won A 
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literary prize, for example, or had had several titles 
published, or had had multiple printings of a title. 
The following cover letter was included: 
Dear Author. 
I am a student from the In 	of 
Wisconsin, Madison, in the United States. 	I am 
here in Kenya doing research fir a degree from the 
Department of African Laneuages & Literature in 
that universit. My research concerns the writing 
and publishing of Swahili-language novels, 
stories, plays--anything which is in the category 
of - prose fiction. - My interests are twofold: 
first, to try to learn about the Swahili prose 
fiction - irdestry - --for instance, what works are 
available, how they are produced and sold, what 
problems face writers and publishers in this aces 
of endeavor; and second, to try to learn about 
these works of art themselves, as examples of a 
significant national (even international) 
literature. I am attempting to come to know about 
the situation as it exists in Kenya, and so now, 
as I turn to you as an author to help me, it is 
becaose I have encountered one or more of your 
works in cireulation here in this country. 	But 
regardless of where you live now. ( hope you will 
be willing to help me in my study by telling me 
about yourself and your work, so that I and other 
interested scholars can hear yeur views, and come 
to know something of what it is to he a writer of 
Swahili literature: 	the work involved, the 
problems you face, the successes you have had. 
The results of all my research will be made 
available to the Kenya government, specifically, 
the Office of the President, which makes this a 
condition of granting me permission to conduct 
research. 	I will also share this information with 
the Department of Linguistics and African 
Languages at the University of Nairobi, with which 
T am affiliated as a research associate. My 
researeh will form the basis of my Ph.D. 
dissertation in the U.S., and I hope to share my 
findings with fellow scholars there and abroad an 
that ns many people as possible will come to know 
about the writing and and publishing of modern 
Swahili literature. 	With this in mind, I ask you 
to fill out the enclosed questionnaire, and also, 
if posaible, to enclose A photograph of yourself. 
Ail 1 "an offer in return for your help. 
your Limo and effort, ia thn potential 
for you and your work to become better 
known here and abroad. 
I have prepared these questions in 
English, because I can express myself 
more clearly in that language, and 
because the people who wilt read about 
what you have to say are mainly English-
speakers. 	For this I apologize; by all 
means, answer in Swahili if you prefer, 
or. if you like, write to me and I will 
send you a version of this questionnaire 
written in Swahili. 	Some of these 
questions may be badly put, or you may 
not care to answer some of them; please 
contribute only as much or as little as 
you woold like the public to know about 
you. 	I have enclosed a stamped, self- 
addressed envelope so that you can 
return the questionnaire here to my 
Nairobi address. 	I will be in Kenya 
until the first week of November, when I 
return to the U.S. 	(Mail sent to my 
Nairobi address after that will be 
Forwarded to me). 	If you wish to 
correspond with me after November, you 
can reach me at the address written 
below. 	I hone to hear from you soon. 
Several Tanzanian authors found the cover letter to be 
ambiguous and wrote back to inform me that they were not 
responding because they weren't Kenyans: probably others 
made the same decision but didn't write back. 	In all, over 
the next year and a half I received 19 completed survey 
forms, from the following authors: 	May Ralisidya, Joseph 
Wakamburi Benjamin, Kateta Charo, Faraji Dumila, Benson 
Gahaku, Osman Hussein, Jay Kitsno, I.C. Mbenna. Azizi 
Mehangamwe, Frank Mpondani, 9.4. Mulokozi, Farouk Muslim, 
J.A. mwangudza, Joseph Ndung'u, Caleb Ogeio, Halfan Omari. 
J.M.S. Simbamwene, John Ndeti Somba, and Zachariah Zani. 
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II was also able to gather infotmation about three 
other authors from personal interviews. They were Njoeu 
Gitene, writing under the pen-name of Daniel Ng'anga, whom I 
interviewed in his capacity as an independent publisher; 
also from Mr. Gitene, I received a biographical profile of 
one of the' authors he'd published, Mary Wanjiru Njai; and I 
was given much information about the by then deceased Peter 
Munuhe Kareithi, of Kaburi_Dika Msalaba fame, by his second 
wife. These authors were not sent urveys.) 
Of the authors who returned ttonpleted forms, Dumila, 
Hussein, Mobangam ,e, Mpendani, Musia, ard Omani have had 
their works published in Taija Weel(:,v andoor ilaraza, so 
their survey responses are the ones included in this 
appendix, each within the matrix of its English-language 
survey questions. 	Although Mpendan respcnded in a mixture 
of Swahili and English, he used the English-language survey 
	1 
form. Omani requested a Swahili version. so  I translated 
the English questicns a5 best I could and sent it to him, 
unfortunately not thinking to make a copy of it (so now in 
the appendix it is not possible to see the actual Swahili-
language questions he responded to only the English). 
What this survey had in its favor was that it allowed 
me at least to attempt to reach a number of authors at a 
time which was fairly late in my period of field research, 
but which was the point at which ( had finally had an 
opportunity to beoome aware of a representative number of  
them. 	I felt another advantage would be that the data 
gathered would go some way towards a uniform, comprehensive 
overview in that each respondent would confront the same set 
of questions. At a more abstract level, I viewed the 
written questionnaire process, itself as an exercise in 
literacy, as opposed to oral proficiency. That is, it would 
set up a relationship more analogous, in terms of distance, 
to that between author and reader than would an oral 
interview relationship. These were my main rationalizations 
in favor of a survey by poatal correspondence rather than by 
individual interviewing, which would have been impossible 
for me to conduct in any case. 
The disadvantages of this surveying method are obvious: 
the low response rate, the misapprehension of questions, the 
inability to pursue a point for clarifieation or additianal 
information. The hopes of uniformity and comprehensiverpss 
would have been fulfilled only with a better response rite. 
I sent only eleven forms specifically to writers of fietion 
publishod in the newspaper. Nine were writers who had had 
their stories published in Taifa_4:ciekla or Baraza during the 
period of my field research; five of the nine returned 
completed sur%eys. Two other authors I sent forms to, and 
from whom I did not. receive replies, were Oman i Chambatt and 
Eddie Ganzel. 	I was aware of them from having read some of 
their earlier stories in Swahili language classes taught by 
Dr. Patrick Bennett at the Univeraity of Wisconsin-Madion, 
11111110ommosr- 
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and therefore felt 1 should try to reach them. 	Only after 
collecting and catalegaing tie TaiTa Weeldy fiction of the 
twenty years 1961-1981 did I realize what a prominent place 
these two prolific writers, especially Eddie Ganzel, hold in 
the world of Swahili nel.spaper fiction. 	Also. at the time I 
was sending ovt the questionnaires. I was unaware of the 
fact that Farouk Muslim in addition to his play Mbio aa 
Sakafuni,  published in ilaperbound hook farm bv East African 
Publishing HouSe in 1976, had also written for Taija Weekly.  
His questionnaire response was therefore an unexpected 
addition to the present group. 
I regret that 1 do not have questionnaire responses 
from Oman i Chambati and Eddie Ganzel, nor do 1 have one from 
t James Isaac Mwaaojo, the paradigm of the newspaper fiction 
writer of this dissertation. 	Also, the six writers included 
in this appendix represent only a tiny percentage of the 
number of different authors published in the two weekly 
papers over the years. Nevertheless. I feel they provide an 
interesting, if not representative, cross-section 	of 
the group. 
The second part of this appendix contains the Swahili 
text, and English translation, of the survey forms I sent to 
readers. The following is the text of a classified 
advertisement I placed in the Dec. 17, 1977 issue of Taifa 
Weekly, soliciting readers: 
ZAWAD1 
Mimi ni mwanafunzi wa Kiswahili 
Mmarekani. Ninafanya uchunguzi • uu ya 
hadithi za kubuniwa ziandikwazo kwa 
Kiswahili. 	Ningependa kusikia maoni Ye 
wasomaji hadithi hizo, hivyo 
nimetayarisha Fnmu zenye maswali 
machache. 	Ukisoma hadithi za Kiseahili, 
za ainn ye yet- 7n kubuniwa, na ukitaka 
kunisaidia, tnfadhali niletee nnwani 
yako. 	Nitakutumiti Fnmu ye maswnli. 
8aada ya kujaza Fomu hiyo, na kuirudisha 
kwangu, nitakutumia zawadi ndogo Ya 5/7. 
Natumaini kwamba watu wengi, wanaume na 
wanawake, wenye umri wo wote, 
wataniandikia kwa anwani hii: 
[ 	REWARD 
I am an American Swahili student. 	I'm 
doing research on fictional stories 
written in Swahili. 	I'd like to hear 
the Views of reader.; of these stories, 
so I've prepared a Form that has a few 
questions. 	If you read Such 	sloriea, 
of any fictional type, and if you want 
to help me, please bring me your 
NM- I 	A A Ak .4 A.-. AI. 	AIM 	L.A 	 1 
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address. 	1 will send you a question 
Form. After filling out that Form, and 
returning it to my place, I will send 
you a small reward of 5 shillings. 	1 
hope that many people, men and women, of 
anv age, will write to me at this 
Rafiki yangu, 
Mimi ni mwanafunzi Mmarekani kutoka 
Chu° Kikuu chit Wisconsin. 	Nimekuwa 
nikijifunza Kiswahili miaka minne, na 
nimesaidia kukifundisha cha msingi miaka 
m iwili iliyopita pale Marekani. 	Sean 
nafanya uchunguzi jou ya manndishi yA 
kisaga, hose hadithi za kubuniwa. Hii 
ni knzi yangu ye digrii kutoka Idara ye 
Lughn na Fasihi Kiafrika ye Chuo Kikuu 
cha Wisconsin. Nakushukuru sana kwa 
kunisaidia katika knzi hii. 	Nitakapo- 
pata digrii yangu, natumaini niweze 
kufundisha lugha na fasihi za Kiswahili 
Marekani. 
Katika uchunguzi wangu, niliona 
kwamba sine budi kuuliza maohi ya 
wasomaji we hadithi za kubuniwa 
ziandikwazo kwa Kiswahili. Mnswali ni 
ya aina mbili: 	Habari binafsi no habari 
za hadithi. Majibu yako yntanisaidin 
kufahamisha nani anayesoma hadithi hizi. 
Tafadhali ujibe maswali uwezavyo, na 
i k I w' hut oh i kujihu awn ii lo lote, 
Pengine baadhi ya maswali 
hay it adahu kuyauliza--nisamehe kwa 
ushenzi 
 
we Nzungu. 	Nitattimia majibu 
yako katika kazi yangu tu. no jina lako 
litakuva la siti kabisa. 	Sitalipwa kwn 
had 	hii: ni ya elimu tu. 
Nimetavarisha bahasha yenye stempu no 
anwani ynngu i I i uweze kurudisha fomu 
kwangu morn unapolinza. Nitakapopokea 
fomu ijnzwayo, nitakupelekea znwadi ya 
5/-. Nakushukuru tenn kwa msanda wako. 
-f 
address: 
	
(p. Ill 
This advertisement was edited 3lightly by a 
Taifa staffer: 
my choice of -neleka. for "send" was changed to -tumia in 
several places, and once to -Letea (bring tol; mnoni was 
substituted for moono; and fotpu was capitalized. 
When I received a request for a form, I included the 
following letter with the blank sur%ey questionnaire: 
nwol wa . *UMW 
5-16 
(Dear friend, 
r am an American student, from the 
University of Wisconsin. 	I've been 
studying Swahili for four years. and 
I've been helping teach it at the basic 
level for the past two years there in 
America. Nov I'm doing research on 
modern writing, especially fictional 
stories. lhis my work for a degree from 
the Department of African Languages and 
Literature at the University of 
Viscon.sio. 	I thank .)ou very much for 
Itielping me in this work. 	When I will 
receive my degree, I hope to be able to 
teneh Swahili language and literature in 
America. 
In my research, I felt that 	had no 
alternative but to ask the views of 
renders of fictional stories written in 
Swahili. The questions are of two 
types: Personal information and 
information about the stories. 	Your 
answers will help me to make known who 
it is that. rends these stories. Please 
answer the questions as for as you are 
;17 
able. and if you don't want to answer 
an'.' question at a[i 	it doesn't matter. 
Nas:hq. seine of these questions it's not 
polite to ask them-eforct..'0 MP for the 
cultural ignorance of a Olite Westerner. 
I will use your responses in my work 
only, and your name will he kept 
absolit -I y secret. 	I won't he paid for 
thiswei-k: it's for educational purposes nol y. 
I've prepared a stamped 
melf-:iddeeqsod envelope sn 
return the form to my place as soon as 
you fill it out. '..hen I will receixe a 
compI eted form, I'll send you a reward 
of 5 shillincs. I thank :.mu again for 
our h-lp. 
you can 
Over the rwNt 	1.eeks an identifiable initial eore erenn 
of thirty people Lrote asking for survey forms. 	\II 
completed a form and received a letter of thanks and a 
N ve-shilling note in return. 	Because respondents were 
asked to inform family and friends, for approximately the 
next six months requPsts and then completed questionnaire 
forms continued to corn. , in. although the newspaper 
advertisr!mont of it roily appeared the one timr.. 
grade completed 
Cambridge Sc. Cert. 
Teaching professor 
Broadcasting Dip. 
dates 
1966 
1967 
1968 
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FARAJ DUMILA 
A. PERSONAL QUESTIONS 
I. what is your full name? 
Faraj Dumila 
what is your home address? your business address? 
P.O. Box 30456 
Nairobi, Kenya 
what is your date of birth, and where wer ,! you born? 
1937 	Kenya 
4 	what is your mother tongue? 
Swahili 
what other languages can you speak? 
English A Arabic 
what languages can you read sr-id write? 
English. Arabic & wahili 
please list the schools you have attended: 
name 	place 
Khamis Sec. 	Mombasa 
Coast T.T.C. 
A.B.C.-Australia Sydney 
where and how did you learn to read 3nd write Swahili? 
Mombasa, normal way 
how do you feel about the teaching you received, and 
the textbooks and supplementary readings that were used 
when you were learning Swahili? 
not bad  
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10. what is your primary source 
Occupation 
journalist Min. of Information 
11, what other jobs have you had in the past? 
clerical, teaching 
including yourself, how many people depend on you for support? 
family of three 
are you a member of any clubs or associations? 
many—Kenya Press Club, Kenya Consumers' Org. 
which newspaper(s) do you read? 
many 
do you read magazines regularlv" which ones? 
yes--many 
do you read 3.4ahili literature 
reading is my career —a book-reviewer 
how many works would you say you have read? 
hlank 
which of them, or which authors, did you like best" 
blank 
have any or them influenced your own writing (for 
instance, in plot, theme, style, or as a source of quotes?) 
blank 
are there any you didn't like' what didn't you like': 
blank 
Company 
of livelihood at present? 
Place 
Nairobi 	not necesalry 
Salary 
Minn .1% MILT 	 1-1'4;; 4rr I' 
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17, apart from Swahili literature, what other types of 
books do you read? 
social sciences, novels 
a) in what languages? 
Arabic, English. h Swahili 
bl ficticti or non-fiction or both? 
both 
what '.re some of your favorites" 
authors) 
many 
have any of thene works influenced your writing? 
how? 
of course 
18. do you ever go to the cinema? 
occasionally 
AL 	a) how often? 
consider a good film is around when what I 
which movie:, do you like hest: 	American/British. 
Indian, Chinese" 
("Indian", "Chinese" crossed out) Arabic 
what type do you like hest.? (for instance, ones 
about war, crime, romance, religious topics. etc.) 
("war", "crime' crossed out) 
could you name some titles of movies you particulary 
liked? 
difficult 
(9. have films nad an influence on your 
somehow yes 
20. do you watch television? 
occasionally 
what types of programs do you like? (news, sports, 
drama?) 
I sports" crossed out) 
what are the names of shows you like best? 
they are Swahili Drama 
C) do any of these shown have nn in 	on your writing? 
none 
B. QUESTIONS ABOUT WRITING 
please List all the works you have had published, 
whether as books, in story collections or anthologies, 
in magazines, or in newspapers: 
title 	publisher 	date 
Insha za Mwambaa 	myself 	1961  Bahatiwe 1962 insha za Hekima Literary Centre =9 Upekuzi wa Busarn 	Equatorial  Cultural Travelogue myself 	1972 Women in the Country At 
Harambee 	 1971  For Love or Our Culture, 	 1975 The Thermometer of Love . 1975 Letters to Editors on Culture 	1976 Is Kenya Culture on the Move? 
19 7 A Our Youth & Culture Our People Ai Culture 	 1978 
Mambo Ni Mazuri 
Wasifu wa Kenyatta (ed.) Jomo Kenyntta Foun. 
Wasifu wa Moi 	Kenya Lit. Bureau 
two essay books under print 
(titles or 
writing? 	how? 
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why, in general, do you write? (for money, fame, to 
teach others, to express yourself, other reasons) 
what is the most important reason? 
all reasons, mainly to express myself 
what motivates you to write Swahili-language stories 
(and/or plays)? 
it is easier for me 
are any of your works based on real incidents or real 
people? 
yes--most of them 
have you ever Looked for or receiood help or advice on 
your writing from another person or institution? what 
was the result? 
yes--both--reasonably good 
what would you say has influonced your writing the 
most? 
many things at different situations 
-41 	7. are you working on any stories or plays now, and do 
you plan to continue writing in the future? 
yes 
will you continue to write Swahili stories/plays? 
(if not why?) 
yes 
what sort of nudience do you aim for with your Swahili 
works? (occupation, age range, sex, education or 
literacy level, economic level) 
masses—whose litoral education is low 
why do you think people read your works? (for 
I nstruction, ndvioe, entertainment, iiomothing olse?) 
("instruction - , "advice" crossed out) curiosity  
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what types of stories or plays do you think appeal most 
to people? 
love, detective, porno 
which of your own works are you proudest of? which has 
been most popular with your audience? 
Women in the Country & Harambee and Youth & Culture 
how do you discover what your renders like or don't 
like--do you ever have personal contacts with them, or 
get letters from them, or find out in other ways? 
by keep up ronding my books 
do you think the themes of your stories reflect the 
everyday problems or concerns of your readers? what 
are their intorests? would you say yours are similar" 
exactly so 
do you feel that you are free to write about any topic 
or thome you like, or arc there some things you would 
like to say hhich you fool can't be printed, because of 
possible objections either by your readers or the 
authorities? 
not exactly 
C. QUESTIONS A0:UT PUBLISHING 
how much were you paid for each of the works you 
mentioned in sootion II? 
from 1,000/- to 5,000/- advanced royalty 
do you get royalties on any of your works? which ones? 
not encouraging 
'3. could you describe the contract arrangements you have 
with your publisher(s)? 
good & professional 
4. 	have publishers ever solicited m:inuscripts from you" 
yes 
tfi' !.311.2-11MItMEMMEMM-75M -7774711. 
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have you ever submitted a manuscript to more than 
one publisher? 
yes 
has a manuscript of yours ever been rejected by a 
publisher? why? 
many times 
what were your reasons for joining with your present 
publisher, and with any others you may have contracted 
with in the past? 
blank 
have you ever changed from one publisher to another? 
if yes, why? 
yes--one rejects another accepts 
how, and to what extent, have pubiishers tried to 
dictate the content or style of yor works? 
F.35 
how do you fool about the way in which your work 
ho; been distributed and marketed" 
not good in Kenya in general 
in general. how would you describe the problems you 
face as a writer, in particular, as a writer of 36ahili literature': 
circulation, publicity—scanty book reviei.. 
here plenE:0 write any additional comments, suggestions, 
or views you would like to make known about your own 
situation ein' that of the Swahili-language publishing 
instry, things that I might not have covered 
adequately in this questionnaire: 
Please get n copy of my publication - Is Kenya Culture on the Move -  you will get sufficient material on the iuegti on . 
none 
has a publisher ever changed a manuscript of yours 
after you had sold it? how? does (or did) your 
publisher consult you about changes" 
not much—editing type o' change 
how would you describe ylur personal relationship with 
your present publisher, and any others you have had 
in the past? 
satisfactory 
12, have you ever tried to publish a book on your own? 
how did it work out? 
many 
13. have you ever gone to get an ?stimnte from a printer on 
the possibility of publishing a book on your own?' whet 
was the outcome? 
good, pleasant 
mmmorimer VMFIK "T Iry isemilmagemmEmoneimlommi'
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ASUMAN HUSSEJN 
A. PERSONAL QUESTIONS 
what is your full name? 
Asuman Hussein 
what in your how- address? your business address? 
P.O. Box 726 
Embu, Kenya 
what is your date of birth, and where were you born? 
May 5, 1957 	in Emlou town,, 
what is your mother tongue' 
Kiswahili 
what other languages can you speak? 
English and the local languages spoken here (Embu, 
Meru, etc. 
what languages ca,n you read and write? 
Kiswah7li and En.rlish 
please list the ,chools you have at  
nane 	place 	grade completed 	
dates 
1kuu S.S. 	Chuka, Meru Dist. 	E.A.C.E. Div. 1 
	1972-75 
R. where and how did you learn to rend and write Swahili? 
in the above natti ,.d school 
9. how do you feel about the t.aching you rec”ived, and 
the textbooks and supolemcnary readings that were used 
when you were I earn i rv Swahili? 
generally Ratisf.ictorY  
what is your primary source or livelihood at pr ,.sctit7 
Occupation 	Company 	Place 
no particular occupation at the moment 
what other jobs have you had in the past? 
an untrained secondary school teacher (taught science, 
English and Swahili) 
including yourself, how many people depend on vnll for 
support? 
my parents, relatives, etc. 
are you a member of any 21ubs or associations? 
no 
which newspaper(s) do you read? 
nearly all English and Swahili newspapers I come across  
do you read magazines regularly? which ones? 
yes, many e.g. Drum, Trust, True Love, Big Ben, etc. 
do you read Swahili literature? 
yes 
how many works would you say you have read' 
many 
which or them, or which authors, did you like heat? 
nuthors--Eddie Ganzel, Muhammad S. Abdulla, A. 
Mrhangam-40 mostly 
have any of' them influenc-d our own writing (for 
instance, in plot, theme, style, or as a sour"' , or 
quotes?) 
yes. A lot 
are there any you didn't like? what didn't you like' 
Salary 
- 	 A. ....... 
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A 
yes--mostly the style of writing--it doesn't appeal 
to me 
17. apart from Swahili literature, what other 
books do you read? 
English novels 
a) in what languages? 
English only 
hi fiction or non-fiction or both' 
both 
what are some of your favorites? (titles or 
authors) 
James Hadley Chose, Papillon, nearly all African 
Writers Series (11E8) 
have any of these works influenced your writing? 
how? 
The plot, theme and also styles-1 try as much as 
possible to :'.opy them in my works. 
18. do you ever go ts the cinema? 
yes 
al how often? 
rnst often 
b) which no lea do you like bes -.: 	Americon/British
, 
Indian, Chinese? 
("Nmeriean/ltritish", - :hinese checked) never seen 
an Indisn film 
c 1 what type do you like hest? (for instanee, ones 
about war, crime, romance, religioa
3 topics, etc.) 
mostly crime and educative ones 
d) (-Quid you name some titles ol MOVi
,”3 you particular): 
liked? 
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Bruce Lee's films, John Wayne films and - Close 
Encounters of the Third Kind" 
have films had any influence on your writing? how? 
	
res. 	
Most crime films have made me write many crime 
stories e.g. Close Encounters has promted me to 
write a Swahili fiction "Saran i ya Uhai - (The - Life -Planet) 
do you watch television? 
not regularly 
what types of progrnms do you li(1e? (news, sports. 
drama") 
I only t.ateh televiFion for new3. 
what are the noses of shows you like best? 
blank 
do any of these shows have se influence on your 
writing? 
hlank 
• QUESTIOS ABOVT t+R(TING 
please list all 
the works you have had published, 
whether as hooks, in at or collections or anthologies, 
in magazines. or in newspapers: 
tit le 	 Publisher 	date 
Komesha 
Doe. 1977- in Barsea 	
Standard Newspapers 	Nor. 197( The Pain Of Love 
in True Love Nagazine 
issue no. 21 
Afisini mws Npepelezi-a Swahili crime story Ito be 
submitted to a publisher soon) 
why, in genernl, do you write? (for money, fame. to 
teach others, to express yourself, other reasons) 
what is the most important reason? 
types of 
Mir - 	 W 	 WY VW MW ”11F111 1117M 1W " " 
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I write to •epress myeelf but the 'ea reison why I write is to try and dev?lop mv talent (i.e. writing) 
and to entertain. 
what motivates you to write Swahili-language stories 
(and/or plays)? 
because Swahili is a widely acclaimed language and I 
hope to reach more readers 
are any Df your works based on real incidents or real 
people? 
incidents--sometimes but people--never 
have you ever looked for or received help or advice on 
your writing from Another person or institution? what 
was the result? 
person—yes, but didn't help very much 
what would you say has influenced your writing the 
most? 
mostly I'd say is the books (stories) I have read esp. 
Eddie Ganzel's stories 
are you working on any stories or plays now, and do 
you plan to continue writing in the future? 
yes--many and I hope to continue if my hook gets 
published 
will you continue to write Fwahili stories/plays? 
if not, why?) 
Yes--but I will also try to write English stories e.g. 
like the one I'm working on at present, The Cannibals" 
(a crime story). 
what sort of audience do you aim for with your Swahili 
works? (occupation, age range, sex, education or 
literacy level, economic level) 
(I will not answer this question satisfactory for now). -a 1 would soy anybody interested in my works. 
why do you think people read your works? (for 
instructien, ndviee, entertainment. something 'lap?) 
I'd say for entertainment 
what types ot atories or plays do you think appeal mwit 
to people? 
I think Crime and Love and educative Stories appeal 
most. 
which of your own works are you proudest of? which has 
been most popular with your audience? 
Komesha--the story which appeared in "Baraza" why-- it 
has even attracted people like you to write to me--
something I've never dreamt of. 
how do you discover what your reaHers like or don't 
like--do you ever have personal contacts with them, or 
get letters from them, or find out in other ways? 
I have not made S research on this yet. 
do you think the themes of your stories reflect the 
everyday problems or concerns of your readers? what 
are their interests? would you say yours are similar? 
Yes--very much especially love stories. Love influences 
people nearly every day and it interests me to write on 
it. 
do you feel that you are free to write about any topic 
or theme you like, or are there some things you would 
like to say which you feel can't be printed, because of 
possible objections either by your readers or the 
an  
not very much--especially when writing criticism which 
might land you in trouble 
C. QUESTIONS ABOUT PUBLISHING 
how much were you paid for each of the works you 
mentioned in section II? 
1st story--paid some 600/- by newspaper 
2nd " 	--never got paid 
do you get royalties on any of your works? which ones? 
none 
3 	could you desaribe the contract arrangements you have 
with your publisher(s)? 
vr• law wilightnENF IIPNIF 	VW Mir 	'wiry yr 	- 
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never had s contract with a publisher yet 
have publishers ever solicited manuscripts from you? 
no 
have you ever submitted a manuscript to more than 
one publisher? 
yes--"Afisini mwa (4)elelezi" now to a fifth publisher 
has a manuscript of yours ever been rejected by a 
publisher? why? 
yes four times--no reasons given only by 2nd publisher 
who claimed that hP hasn't a crime series 
what were your reasons for joining with your present 
publisher. and with any others you may have contracted 
with in the past? 
I will not answer this question now. 
have you ever changed from one publisher to another? 
if yes, why? 
also this 
how, and to what extent, have publishers tried to 
dictate the content or style of yor works? 
never have they 
has a publisher ever changed a manuscript of yours 
after you had sold it? how? does or did) your 
publisher consult you about changes? 
I'll not answer this now. 
how would you describe your personal relationship with 
your present publisher, and any others you have had 
in the past? 
also this 
have you ever tried to publish a book on your own? 
how did it work out? 
yes--but it was too expensive  
have you ever gone to get an estimate from a printer on 
the possibility of publishing a book on your own? what 
was the outcome? 
yes--but as in question 12--it was a very expensive 
project 
how do you feel about the way in which your work has 
been distributed and marketed? 
I'll not answer this question now. 
in general, how would you describe the problems you 
face as a writer, in particular, as a writer of Swahili 
literature? 
lack of people who can read and appreciate or edit it 
and who can help me to get it published 
here please write any additional comments, suggestions, 
or views you would like to make known about your own 
situation or that of the Swahili-language publishing 
industry, things that I might not have covered 
adequately in this questionnaire: 
I don't think I'm of very much help to you because ) 
have not published a book (though I have written a lot of 
unpublished works) but as soon as f succeed in publishing 
one or two works (which might take some time) maybe I cati he 
in a position to answer your qoestions more reasonably. 
Right now what I have said in answer to your questions is 
all I can do and if it's of any help--o.k. but if it isn't. 
I apologise for that's all I can do. 	For the unanst-•erord 
quests. in section III, I'm sorry but I can't answer them 
for I haven't yet published a book. 
AZIZI MCHANGAMWE 
A. PERSONAL QUESTIONS 
1. what is your full name? 
my full name is Azisi wa Sadala Mchnngamwe. My Islamic 
name is Abdulaziz Abdulla. 
what is your home address? your bu;iness address? 
c/o Nation Offices 
P.O. Bo.' 807d8 
Mombasa, Nenva 
3. what is your date Af birth, and whsre were you born? 
I was born on the 18th of October, at a residential 
area known as Serani, in the heart of Mombasa Town, 
just few yards from the famous Anglican Cathedral, 
along Nkrumah Road. 
•. what is your mother tongue? 
Swahili only 
5 	what other languages can you speak? 
Besides Swahili, I also speak English. 
5. what languages car; you read and write? 
Swahili and English 
7 	please list the schools you have sttended: 
name 	plane 	grade completed 
	dates 
Politely, so to sneak, I shun answering in detail, thiS 
question. However I am a secondary school leaver from 
"Khamis", one of the most respected government secondary 
schools down here at Coast, for its rosy annual turn- 
outs of school leavers. 
S. where nmd how did you learn to rend and 
If you mean the Swahili I use as a writer of Swahili 
literature, then obviously she anawer is 1 learned to 
read and write this Swahili in my schooling years. 
Though my mother tongue is Swahili, but it's a dialect 
I was brought up with, is different from the Swahili 
version I was taught at school and which the governTent 
institutions and public mass media, not only in this 
country, or Eastern Africa, uses, but even all over the 
world. 
how do you feel about the teaching you received, Ind 
the textbooka and supplementary readings that were used 
when you were learning Swahili' 
The tparhing at school was excellent, I have no regrets. 
As to the matter of text books and supplementary 
readings, that, I think, depends upon one's interest; 
in learning during schooling years. 	And as I told sio, 
my teaching at sehool was excellent and I have no 
regrets. 
what is your primary source of livelihood at present' 
Occupation 	Company 	Place 	Salary 
Currently I am mnking a living ns a writer with Taifa 
Weekly, a popular Swahili weekly, published by Nation 
Newspapers, Noirubi. 
what other jobs have you had in the past? 
Well. I worked for some period with the government, 
after leaving school. 
inrluding yourself, how many people depend on you for 
support? 
no one 
are you a member of any clubs or associations? 
none at al], either 
which newspaperisl do you read? 
Throughout the week I don't miss papers like Miro 
Taira Weekly, Daily Nation, Sunday Nation—in for.t all 
the locals and weeklies, published in Nairobi. 
do you rend magazines regularly? which ones? 
Well, sometimes I go through 'logos of various 'oral 
magazines, if I am free. 
do you rend Swahili literature? 
2. 
P.O. Box 83018 
Mombasa, EenYa 
write Swahili? 
A A APl. 	 AL. A. 	_ A 
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Yes. 	I read. any Llood and constructive works of Swahili 
Liter ature. 
how many works would you say you have read? 
many. 	I have read many warks of Swahili literature. 
But as i said, only good and constructive works of 
Swahili literature. 
which of them, or which authors, did you like best? 
Mohammed S. Mohammed, E. Kezilahabi, Shaban Robert 
and Eddie Ganzel. 
r) have any of them influenced your own writing (for 
instance, in plot, theme, style, or as a source of 
quotes?) 
I don't think so. They only guide me by reading 
their works which in turn gave me inspitations to 
come up with my own theme, styles, sources of 
quotes, etc. 	To be a good Swahili fiction writer is 
to come up with your own in creating and writing, 
without shadowing other Swahili writer's works, 
styles or themes or even sources of quotes. 
d) are there any you didn't like? what didn't you like? 
I refrain in answering this question. 
17 	apart from Swahili literature, what other types of 
books do nu read? 
Ameriran paperbacks, mostly 
a) in what languages? 
The answer is above, i think. 
bl fiction or non-fiction or both? 
both 
c I what are some of your favorites? (titles or 
authors) 
"Peyton Place - and "Return to ,a‘yton Place" by a 
certain American woman whom T had for 	her 
name. 	I was moved by Harrold Robb in with his 
"Carpetheggars," and "Adventurers. - 	Alistair 
Macloans is also my favourite, especially his two 
books, - The Way to Dusty Death and "Fear is the 
Ke!Y. 	Locally, I admire very much works of thinkers 
like Sam Kahiga. Chris Wanjala, William Ochiene, 
Fibi Munnne, Miriam Kahiga, Mugambi Karanja, Daudi 
Masai but mostly this Sam Kahiga. This writer seems 
to spell out my deep sense of humour and 
understanding wherever I read him. 
d) have any of these works influenced your writing? 
how? 
I don't think so. 
18. do you ever go to the cinema? 
I usually don't visit movle houses no matter how 
thrilling the film, unless circumstances forces me. 
how often? 
blank 
which movies do you like best: 	Ameriran/Hritish, 
Indian, Chinese? 
blank 
C) what type do you like best? (for instance, ones 
about war, crime, romance, religious topics, etc.) 
blank 
d) could you name some titles of movies you particularv 
liked? 
blank 
19. have films had any influence on Your writing? how? 
blank 
20. do you watch television? 
a) what types of programs do you like? (news, sports. 
drama?) 
blank 
bl who are the names of shows you like best' 
blank 
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cl do any of these shows have an in 	on your 
writing? 
- blank 
B. QUESTIONS ABOUT WRITING 
1. please List all the works you have had published, 
whether as books, in story collections or anthologies, 
in magazines, or in newspapers: 
title 	publisher 	date 
Kafiwa na Malaya Ndanguroni 
in Nyota magazine 	Nation Nepaner 	Feb. ? 
Mlipuko wa Bastola 
in Taifa Weekly 1/15/77-5/15/71 
Akili Zake Si Nzuri 
in Taira Weekly •• 	5/15/77-k0/15/77 
Uso wa Mauti 
in Fahari 	Tai Pub., NBI & DSM 
Lover Boy a poem) 
in Viva magazine 	 Dec. 1977 
Ole Wn s,;k1 
in Fahari 	Tai Pub., DSM 	Feb. 1978 
Eva 
in Baraza Standard Newspapers 	Mar. 1978 
Masumbuko 
in Taira Weekly 	Nation Newspapers 	Apr.-Aug. 78 
Rivuli 
in Taifa Weekly 8/12/78-- 
*May 1977, Nairobi 	this serialization was stopped after 
Tai Publishers. saved the magazine to Dar for more 
wider market 	And by December '77, "Uso wa Mauti" was republished in Dar-es-Salaam arid was serialised from 
December '77 up to August or September this year (1978). 
I am not sure, however, they haven't sent me any copy, 
lately. 
2. why, in general, do you write? (for money, fame, to 
teach others, to express yourself, other reasons) 
what is the most important reason? 
I write mostly because 1 think I have been bestowed with talents of teaching and guiding others through my 
writings. as I have been taught and guided by others' 
writings, and of course, also because of earning myself 
	
"a clean, purified money," as they sav, 	It never 
delights my conscience with contentment more than to 
hold a cheque in my hands, knowing I am holding fruits 
of my hard workings. 
what motivates you to write Si.nhili-language stories (and/or playst? 
The motivatisn behind it is may great confidenoe with the 
future of Swahili in this Southern part of Sahara. 
are any of your works based on real incidents or real people? 
just sheer :."iotions 
have you ever looked for or received help or advice on 
your writing from another person or institution? what was the resu't7 
arisen within my writings as to seek help or adviee from any person or institution. 
I have never done that, because such problems have ne r 
what would 	u 	has influenred :.our writing the most? 
I think it is after reading other Swahili writers' works 
which gave as inspiration to write, as I told you. But 
mostly, I should say, is after my works were accepted by editors and prairies 1 got from readers, complimenting mv works. 
are you working on any stories or plays now, and do 
you plan to continue writing in the future? 
Currently I am just concentrating on this series of mine in Taifa Weekly, titled "Kivuli." 
will you continue to write Swahili stories/plays? (if not, why?) 
I intend continuing being a writer of Swahili Lit- 
erature, without unwavering. As I said, I have great confidence with Swahili in this part of Southern 
Sahara, in future years. 
what sort of audience do you aim for with your Swahili 
works? (occupation, age range, sex, education or 
literacy level, economic level) 
a mixture 
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10. why do you think people read your works" (for 
instruction, advice, entertainment, something else?) 
,r,,,mg-TriliormligumminiPMINIPPI11110111111111PRIPPIIIIIN 
571 
a mixture also, I think 
what types of stories or plays do you think appeal most 
to people? 
Well, I think anything to do with leen, touching, love 
story, appeal to most readers, or sorrow story, a sad 
narrating of some happenings, whether real or fiction. 
which of your own works are you prsudest of" which has 
been most popular with your audience? 
A certain Swahili crime fiction titled "Njama" which I 
am now sitting on it and which took me 3 years to set it 
into proper ms and which I inteneto "shod and lit it," 
before looking around for a publisher, early nest year 
119791. 	"Masumbuko," I think, was most popular works, 
with audience. 	 • 
how do you discover what your readers like or don't 
like--do you ever have personal contacts with them, or 
get letters from them, or find out in other ways? 
blank 
do you think the themes of your stories reflect the 
everyday problems or concerns of your readers? what 
are their interests? would you say yours are similar? 
Sometimes, yes. 	And their interests, I think, plus 
concerns and problems may not necessarily be similar to 
mine or to those of my readers. It is just sheer work 
of fictions, based on educating, and entertaining the 
Swahili mass readers. 
do you feel that you are free to write about any topic 
or theme you like, or are there some things you would 
like to say which you feel can't he printed, because of 
possible objections either by your readers or the 
authorities? 
I feel l have been free with my writings and never have 
I experienced any sort of obstacles, from any camp, 
regarding any views I in Lend to put into or 	or 
into print, so to speak. However, any writer should be 
versatile--I mean capnole of dealing with various 
subjects—such as understanding the lines taken by 
authorities of his aovernment. 	E.a., politically, 
socially or even morally. A clever and successful 
writer shouid show his loyalty and devotion, not only 
to renders and publishers but even to the nuthorities 
which provide him with freedom of speech and writing. 
C. QUESTIONS ABOUT PUBLISHING 
how much were you paid for each of the works you 
mentioned in section II? 
I shun to answer this question. 
do you get royalties on any of your works? which ones? 
ditto 
could you describe the contract arraneements you have 
with your publisherisl? 
ditto 
have publishers ever solicited manuscripts from you? 
ditto 
have you ever submitted a manuscript to more than 
one publisher? 
newspapers, yes, but not book publishers 
has a manuscript of yours ever been rejected by a 
publisher? why? 
blank 
what were your reasons for joining with your present 
publisher, and with any others you may have contracted 
with in the post? 
the major rensons are the understanding and respect for 
my works, which the current pehlishers--Nntion News-pnpers--havo 
have you e , or -hanged from one publisher to inoth,r' 
if ■ ss, 41y, 
I have answerod this question somewhere. I think. 
how, and to Lhat extent, have publishers tried to 
dirtAte the eeritent or qtylp of yor works? 
- 	A _ lit 
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It has never happened to me or to my works. 
has a publisher over changed a manuscript of yours 
after you had sold it? how? does (or did) your 
publisher consult you about changes? 
ditto 
how would you describe your personal relationship with 
your present publisher, and any others you have had 
in the past? 
I have also answered this question, I think. 
have you ever tried to publish a book on your own? 
how did it work out? 
no 
have you ever gone to get en estimate from a printer on 
the possibility of publishing a book on your own? what 
was the outcome': 
no 
how do you feel about the way in which your work has 
been distributed and marketed? 
am contented, somehow. 
15 in general, how would you describe the problems you 
face as a writer, in partieular, as a writer of Swahili 
literature? 
My problem is to get a publisher--a book publisher—who 
will be willing to publish my worka without tampering 
with my individuality—technically or literary. 
16. here please write any additional comments, suggestions, 
or views you would like to make known about your own 
situation or that or the Swahili-language publishing 
I ndustry, thinga that I might not have covered 
adequately in this questionnaire: 
Standard Swahili Versus "The Proposed Konya True 
Swahili" 
My comments in relation to the above line is very 
limited, since I don't consider myself A scholar nor an 
ei:pert linguistic of this language which is used by the 
majority or Fast Africans. 	However, us a writer of Modern 
Swahili Literature, I think I have it benefit of airing some  
views. 	In my persona) view and belief as writer of :Iodern 
Swahili Literature, T have the deep, unwavering faith that 
Standard Swahili version is the best proper and popular 
constructive Swahili version which easily communicates (:ith 
all Kenyans, e-en in remote areas like Kakoneni in Kilifi 
District or Maralal or Turkana or even on lake shore natives 
of Uyomn, in Siva District, Nyanza. 	It is the language, or 
verSion, so to speak, used not only to conduct businesses of 
governments an(.1 mass media, but it is also the tool of 
Swahili communication, used by Majority of Kenyans—who are 
up country peiplo. 	It is also the version used by 'all 
writers, publishers, broadcasters of Modern Swahili 
Literature, t!troughout the world. 
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FRANK MPENDANI 
A. PERSONAL QUESTIONS 
I. what is your full name? 
Frank Mpendani George 
what is your home address? your business address? 
P.O. Ribe via Mombasa 	c/o P.O. Box 80632 
Mombasa, Kenya 	Mombasa, Kenya 
what is your date of birth, and where were you born? 
Oct. 7, 1056 
what is your mother tongue? 
Kiribe but mostly Swahili 
what other languages can you speak? 
English, Swahili 
what languages can you read, and write? 
English, Swahili 
7 	please list the schools you have attended: 
name 	place 	grade completed 	dates 
Ruiru H. School 	Ruiru 
Kiambu S. School Kiambu 	and I as ia a way of waiting 
1 ho .e completed form four 
results 
where and how did you learn to read and write Swahili? 
previously from my former standard sevea at Buxton in 
Mombasa 
how do you feel about the teaching you received. and 
the textbooks and supplementary readings that were used 
when you were learning Swahili? 
Nililipendelea moo somo hili na haswa Kiswahili ni lugha 
ambayo toka utoto wangu nilifunzwa na wazazi, haswa 
upendeleaji we kusoma vi tabu vinci. 	II enjoyed this 
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subject a great deal. particularly since Swahili is the 
language I was taught from infancy by my parents, 
especially the enjoyment of reading a lot of hooks.I 
what is your primary source of livelihood at present? 
Occupation 	Company 
blank 
what other jobs have you had in the past? 
Sikujali kupata kazi ya msingi. 	Niliweza kutuma hadithi na mashairi kwa Baraza/Taifa. 	(I haven't been able to 
get basic work. I can send stories and poems to Baraza 
and Taifa.) 
including yourself, how many people depend on you for 
support? 
mwalimu wangu wa shuleni, kadhalika kuwafunza wanafunzi 
wenzangu [my school teacher, likewise teaching my school mates] 
are you a member of any clubs or associations? 
dramer (michezo ya kuiga) IplaYsl 
which newspaper(si do you read? 
Baraza, Times, Taifa Weekly, Uhuru la Tanzania, Standard 
156 do you rend magazines regularly? which ones? 
Baraza, Taifa. Uhuru, Times 
16. do you read Swahili literature? 
sane ndio hupendelea kusoma IvOry much I really like 
reading! 
a) how many works would you say you have read? 
si chache [not few] 
bl which of them, or which authors, did you like best? 
Shahan Robert 
Place 	Salary 
" 	
.X4 
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have any of them influenced your own writing for 
instance, in plot, theme, style, or as a source of 
_quotes?) 
sio sans (not muchl 
are there any you didn't like? what didn't you like? 
viko vingine ambavyo utunzi wake haufindishi, 
kueleza its kama hivi sivipendi (there are some 
(books) whose composition fails to teach or explain, 
and ones like that I don't like) 
(7. apart from Swahili 1(teratura, what ether types of 
books da you read? 
novels, story books some of theAfrican Writers 
in what languages? 
English 
fiction or non-fiction or both? 
both 
what are some of your favorites? (titles or 
authors) 
Ngugi James H. Chase, Chinua Achebe. James 
have any of these works influenced your writing? 
how? 
Ni mengi ambayo ninayapata hata hivyo sipendelei 
kunnkili sehemu yoyote. 	(I've gotten a good number, 
but even so I don't care to copy any part at all.' 
18. do you ever go to the cinema? 
yes 
how often" 
not often 
which movies do you like best: 	American/British, 
Indian, Chinese? 
("American/British - , - Chinese. underlined) 
cl what type do you like best? (for instance, ones 
about war, crime. romance, religious topics, etc.) 
blank 
d) could you name some titles of movies you particulary 
liked? 
blank 
have films had any influence on your writing? how? 
By improving the knowledge I have. Huweza kupata 
mawaidho kadhaa ambapo waweza kusaidiki. 	(One can 
usually get various good ideas and that's where you 
can be helped) 
do you watch television? 
ndio (yes) 
a) what types of programs do you like? (news, sports, drama?) 
( - news", "sports", "drama underlined) 
what are the names of shows you like best? 
Six Million Dollar, Farmer's Daughter 
do any of these shows have an influence on your 
writing? 
Si sans (not much) 
B. QUESTIONS •\BOUT WRITING 
please list all the works you have had published, 
whether as books, in story collections or anthologies, 
in magazines, or in newspapers: 
title 	publisher 
Majangili Baraza 
Singizio kwa Askofu 	not yet 
Mashairi 	Baraza/Taifa Visa 
 
 
date 
24th Aug. 1978 
Thurs./Sat. 
2. 	why, in general, do you write.' (for money, fame, to 
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teach others, to eNpress yourself, other reasons) 
what is the moat important reason? 
("to teach other' 	"other reasons" underlined) 
kuwafanya wengine kupata maonyo, kuwafunza na kadhalika 
kuwafanza wafahamu kuwa kiswahili ni lugha tamu. 	[to 
make others take warnin], to teach them and likewise to 
have them understand that Swahili i3 a delightful 
languagel 
what motivates you to write Swahili-language stories 
(and/or plays)?  
kwa sababu napenda kuzidisha ski Ii yangu katika utunzi 
(because I like to increase my compositional skills) 
are any of your works based on real incidents or real 
people? 
some of them, but not all 
have you ever looked for or received help or advice on 
your writing from another person or institution? what 
was the result' 
Sado sijapata msaada kutoka upande wowote. 	ft haven't 
received help from any quarter yet.] 
what would you say has influenced your writing the 
most? 
kule kusoma vi tabu tofauti, tofauti no kukipenda 
Kiswahili (reading various different books and loving 
Swahilil 
are you working on any stories or plays now, and do 
you plan to continue writing in the futtire? 
Of course I have planned to work on plays because some 
of my friends have advised me to do so. 
will you continue to write Swahili stores/plays? 
(if not, why?) 
no doubt. I shall 
what sort of audience do you aim for with your Swahili 
works? 	loccupation, age range, se:‘c, education or 
literacy leYel, eeonomic levell 
("education or li'eracy 1evel" underlined)  
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why do you think people read your works? 	for 
instruction, advice, entertainment, something e1se"1 
kwa sababu huandika mambo ambayo hutendeka na amba:.o 
yaweza kuwafurahisha wasomaji (Because I always write 
about things that are realistic and that can stimulate readers 
what types or stories or plays do you think appeal most to people? 
kama zile za mafunzo 	(like those that are instruotiYel 
which of your own works are you proudest of? which has 
been most popular with your audience? 
Majangili 
how do you discover what your readers like or don't 
I ike--do yoo ever have personal contacts with them. or 
get letters from them, or find out in other ways' 
Wengine huntumin barna no hit mimi huongea nao 
kuwahoji juu va jambo lo tote. 	(Some send me letters and I even talk with them mys ,-If to ask them about one thing or annther.1 
do you thir, i,  the themes nf your stories reflect the 
everyday problems or cora-erns of your readers? what 
are their irteresta? would you say yours are similar' 
Yntlgu huenda yasiwe sawa na vao [mine usually aren't the SaMe cc theirS) 
do you feel that you are free to write about any topic 
or theme you like, or are there some things you would 
like to say which you feel can't be printed, because or possible objections either by your readers or the 
authorities? 
ndio 	mambo kama yale yasiyo na marunzo ama hadithi isiyo msingi woout e 	(yes 	things like those that have 
no instructive information or a story without any basis] 
C. QUESTIONS AROUT 	ISH1 NG? 
1. how much were you paid for each of the works you mentioned in section FT? 
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From the story entitled Majangili I received 852/-. 
Mashairi (poetry) I osually earn 26 	Nevertheless my 
aim isn't money. 
2. do yiiu get royalties on any of your works? which ones? 
blank 
3. could you describe the contract. arrangements you have 
with your publisher(s)? 
Kutoka awali wamekwisha kuniomha kwamba nit4e ni-
kiwapelekea hadithi wakati wowote niwezao, 	[From the 
start, they've asked me to send them stories any time 
I can] 
4. have publishers ever solicited manuscripts from you? 
yes 
5. have you ever submitted a manuscript to more than 
one publisher? 
yes 
of yours ever been rejected by a 
publisher? 
not yet 
7 	what were your reasons for joining with your present publisher, and with any others you may have contracted 
with in the past? 
baada ya kunitaka kuwaandikia kutokena as ombi langu 
(after wanting me to urite for them following my 
request/inquiryl 
8. have you ever changed from one publisher to another? 
if yes, why? 
no, but I won't only like to lie on one publisher 
9. 	how, and to what eYtent, have publishers tried to dictate the content or style of yor works? 
kwa kuandika katika magezeti lby writing in newspapers] 
10. has a publisher ever changed n manuscript of yours 
after you had sold it? how? does (or did) your 
publisher consult you about cilangea . 
5).? I 
yes, but not so much Ni wajibu wake kunieleza iii ni- 
pate kufahamu. [It's his duty to explain to me so that 
I can come to understand.] 
how would you describe your personal relationship with 
your present publisher, and any others you have had 
in the past? 
Wachapishaji wananisaidia kwa njia nyingi. 	[The pub- lishers help me in many ways.] 
have you ever tried to publish a book on your own? how did it work out? 
Bado lakini ninayo mawazo kama hayo na kwa saga 
ninajishughulisha kwa utunzi wit kitabu. 	(Not yet. 
though I've thought of it; right now I'm preoccupied 
with writing.] 
have you ever gone to get an estimate from a printer on 
the possibility of publishing a book on your own? what 
was the outcome? 
bado [not yet] 
11. how do you feel about the way in which 
been distributed and marketed? Your work has 
Kwa vile sijawahi kutoa kitabu bado sitaweza kukuelezea. 
[Considering that f haven't had a book published yet I 
can't elaborate on this to you.] 
in general, how would you describe the problems you 
face as a writer, in particular, as a writer of Swahili 
literature? 
namna ya kutunga, lugha utakayoitumia. lufasahal maneno 
yenyewe, usaidizi, ama pale nakala yako unapoweza 
kunakiliwa, pesa (how to compose, language you'll use 
(style) words themselves, assistance, where you can get 
your manuscript copied, money( 
here please write any additional comments, suggestions, 
or views you would like to make known about your own 
situation or that of the Swahili-)anguage publishing 
industry, things that 1 might not have covered 
adequately in this questionnaire: 
Utunzi wa Hiswahili sin kitu rahisi kama vile wopai no. 
wanafikiria lakini ipo kazi kubwa. 	Yafna situ afahamu ki:amhn vile anavyojiona anajun an mjulli kn9hinds wengine hi vi hen 
6. has a manuscript 
.why? 
W 
grade completed 
Kitui 	std. I-IV 
std. V-viII 
form I-TV 
Kikuyu 	form V-VI 
DSM Law 
da tO4 
195q -59 
1969-63 
I 961 -67 
196 i -69 
1971-71 
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sivY0. Mtu sifa hopata kutoka ki.a wasomaji ' , rake ama vatu 
wengine. Utunzi vi) vote sharti uwe no lengo Fulani ndani 
yake. Uwe wakusisimua, funzo kwa wenatne. Eatika kuyajibu 
maswali yako utiyouliza, sina shako kt-autiba nimekujibu 
ipasavyo. Nafasi ulizoacha hazikutoshn kukujibu kikamilifu 
hivyo pia sikuweza kuandikn mengi. 	Ha 'a hivyn mimi hado 
sijaanza ktiftinya ka7i ils nilimaliza gasomn yangu ya kidato 
rha nne Novemba tareho 2n, 1978. 	Ka71 tango ni 78 binafsi 
kama vile kutafsiri kutoka Kiingereza hadi Kiswahili--kani 
hizi hupativa na wazungu liadhaa waliomo nchini. Nimeanza 
kutunga hadtthi ambnyn huenda itanichultua miezi mitato. 
Inapomalizika nitajaribu kama ivazekanavyo nikotomie. 
Nimekujibu kwa Kiswahili na Kiingereza kva hivyn usijali 
sana maana napenda kukupumzisha usitatike zaidi kuyatafuta 
maneno hayo. 	Kona shida nyingi amba7c nazikuta katika 
kutunga HADITHT. 	Hizi ni kama kule kuchapiatiwa, mtambo wa 
kurhapishia ninapomaliza koandika, p., sa na mengine kadhaa. 
Kwa sasa nimeamua kuifunza shule moja y3 sakondari huku 
nikiyangoja majiho yango kutoka. 	[Creative writing in 
Swahili isn't something easy like some people think; .it's 
hard work. A person should realize that the way he pictures 
himself as knowing e.erytLing, or thinks he knows more than 
someone else, usoally is an inserurate view. A person can 
really roil count on getting a good repotatton From his 
readers, or from other people. 	Any'  eatier work should 
have a certain internal goal or underlying organizational 
principle. 	It should be stimulating. and triformative to 
othera. 
In answering the quest ions you asked, i'm sure I 
answered you appropriately. The space you allowed was 
insufficient, though 	to allow me to answer in depth, and so 
I couldn't write at len..th. 
4t any rate, T haven't yet begun a career, though I 
completed my Form Four studies Nov. 23. 1978. 	I'm 
self-employed, doing things like translating from English to 
Svahili--that sort of work is usually available from various 
Westerners who're here in the country. 	I ' ve begun writing a 
story which might take me three months. When it's finished 
I'll make an effort to send it you. 
I've answered you in Swahili and English, so don't go to 
a lot of trouble; I mean, T want you to hake it easy, you 
shouldn't bother yourself looking up these words. 
There are a lot of problems I encounter in writing 
STORIES. 	These are things like getting published, finding 
access to 1 typewriter ;Olen I'm done writing, money. and 
various other problems. 	For now, I ' VP deoided to teach at a 
certain secondary school here. while I wait form my exam 
results to rcme out 
FAROUK MUSLIM 
A. PERSONAL QUESTIONS 
what is your full name? 
Farouk Muslim 
what is your home address? your business address? 
Box 120 	 Box 30197 
Kitui, Kenya 	 Nairobi, Kenya 
what is your date of birth, and where were you born? 
April 7, 1949 	Kitui Township, Kitui District 
what is your gnther tongue? 
Kiswahj ii 
what other laoguages can you speak? 
Kikamba, English 
what itinguag^a can you read and write? 
Kiswahili, , kamtia. Arabic, English 
please list the schools yin have attended: 
name 	 place 
Muslim P.S. 
Ithookwe Int.S. 
Kitui Sec.S. 
\Mance H.3. 
Univ. of Dar es Salaam 
where and ho J did you learn to rend and write SI:ahili? 
Muslim Primary School 
how do you Feel about the tenehing you received, led 
the textbook; and supplementary readings that were used 
when you were learning Swahili? 
They distorted what in the Swahili community is regarded 
as "good - Kist.ahili. 	They didn't advance our apprecia- 
.41111R-A, 	-11 :Ark riFi^ 
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tion of Swahili culture. 
what is your primary source of livelihood at present? 
Company 	Place 	Salary 
	
Lecturer in Law 	University of Nairobi 
what other jobs have you had in the past? 
none 
including yourself, how many people depend on you for 
support? 
13 people 
are you a Member of any clubs or aSsociations? 
Family Planning Association of Kenye, National Envi-
ronment Secretariat, Supreme Council of Kenya MusliMs 
which newapaperisi do you read? 
The Standard, The Nation, Nairobi Times, Sunday Nation 
do you read magazines regularly? which ones? 
Weekly Review, Time, Newsweek 
do you read Swahili literature? 
a) how many works would you say you have read? 
can't remember 
bl which.  of them, or which authors, did you like best? 
Shaaban Robert 
have any of them influenced your own writing for 
instance, in plot, theme, style, or as a source of 
quotes?) 
style and quotes 
are there any you didn't like? what didn't you like? 
by Kitsao 	 style and plot 
17. apart from Swahili literature, that other types of 
books do yow read? 
in what languages? 
English 
fiction or non-fiction or hnth? 
both 
C) what are .3ome of your favor] es? (titles or 
authors) 
Solzhenis n. Hardy 
have 
how? anv 
	these works influenced your writing? 
drawing attention to how to lay emphasis on aspects 
of interest, Introducing to aspects of human 
suffering 
18. do you ever go to the cinema? 
a) how often" 
twice a week 
bl which mm ice do you like best: 	American/Hritish, Indian, Chineae? 
("American/Rritish", "Indian - checked) 
cl what type do you dike best? (for instance, ones 
about war, crime, - eromance, religious topics, etc.) 
(crime", "romance - , - religious topics" checked), espionage 
d) could you name some titles of movies you particulary liked? 
Far from the Madding Crowd, Ten Commandments, Love 
Story, The Spy Who Came in from the Cold, Godfather 
I & II, Omen, French Connection I & II 
19. have films had any influence on your writing? how? 
in suggesting areas to develop for writing 
Occu-pation 
d) 
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20. do you watch television? 
no 
what types of orograms do you like? (news, sports, 
drama?) 
blank 
what are the names of shows you like best? 
blank 
do any of these shows have an influence on your 
writing? 
blank 
B. QUESTIONS ABOUT WRITING 
1. 	please list. all the works you have had published, whether as books, in story collections or anthologies, 
in magazines, or in newspapers: 
from a person: results--positively helpful 
what would vou say has influenced your writing the 
most? 
my own experience and that of my family 
are you working on any stories or plays now, an do 
you plan to continue writing in the future? 
working on a play now 
will you continue to write Swahili stories/plays? 
(if not, why?) 
yes 
what sort or audience do you aim for with your Swahili 
works? 	(occupation, age range, sex, education or 
literacy level, economic level) 
my writing aims at an audience with a reading skill 
above elementary stage and over I. years in age; 
otherwise general 
t i t 1 ri publisher 	date 
Mbio za Sakafuni 	EAPII 
Mazingirn Mapya TPR 
Ulimwengu we Maafa 	Nation Newspapers 
why, in general, do you write? (for money, fame, to 
teach others, to express yourself, other reasons) 
what is the most important reason? 
partly for money but mainly to express myself 
what motivates you to write Swahili-language stories 
(and/or plays)? 
great desire to express myself 
4 	are any of your works based on real incidents or real 
people? 
rill are base on real incidents and real people 
5. have you ever looked for or rece ved help or ridNice on 
your uriting from another person or institution' what 
was the result? 
why do you think people read your works? 	(for 
instruction, advice, entertainment, something else?) 
entertainment and a sharing of common experience 
what types of stories or plays do you think appeal Iti , ist 
to people? 
those based on experiences people can identify with 
which of your own works are yoo proudest of? Lhieh has 
been most popular with your audience? 
a short story "Situ Kit° cha Mapenzi" which is on-
poblished; "Mbio za Sakafuni - 
how do you di4onver what your renders like or don't 
like--do you over haNe personal contacts with them, 
get letters from them, or find out in other '.as" 
at most. I depend on intuition 
do von think 'ho themes or yoor stories refloot tho 
everyday prohlomi or cone , rns of your renders 	01.1 , 
qr. their interests' 	would you Any ..-ourq are similir' 
1975 
1973 
1965 
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Yes, most people are concerned with personal relation-
ships and resolution of human/personal conflict. 
15. do you feel that you are free to write about any topic 
or theme you like, ar are there some things you would 
like to say which you feel can't be printed, because of 
possible objections either by your readers or the 
authorities? 
The limitation is based on the desire not to offend 
readers' sensibilities. 
C. QUESTIONS ABOUT PUBLISHING? 
how much were you paid for each of the works you 
mentioned in sent ion II? 
Mbio za Sakafuni--sh. 2,000/- . still supposed to receive 
royalties; Mazingira Mapya--sh. 500/-, sold copyright; 
Ulimwengu wa Maafa--sh. 500/-. 
do you get royalties on any of your works? which ones? 
In theory, yen; not in practice though. Accounting 
problems are said to prevent this, 
could you describe the eontraot arrangements you have 
with your publisher(s)? 
blank 
have publishers ever solieited manuscripts from you? 
Yes, the East Afr6 an Publishing House Fv;I:ed me to 
write about tate Ptenident Kenyatta In play) 
5, have you ever subm;t..._ed a manuscript to more than 
one publisher? 
no 
has a manuscript of yours ever been rejected by a 
publisher? why? 
style considered unsatisfactory; later published by 
another nublisher 
what were your reanonn for joining with your present 
publisher, and with any others you may have contracted 
with in the pant? 
as a loeall based publisher genuinely interested in 
promoting Eiswnhili 
have you ever changed from one publisher to another? 
if yes, why? 
no 
how, and to what extent, have publishers tried to 
dictate the content or style of yor works? 
not very often 
has a publisher ever changed a manuscript or yours 
aft er' yon (rod sold it.? 	how? 	does (or did) your 
publisher crnsult you about rhnnges? 
no 
how would you describe ycur pernonal relationship with 
your present publisher, and an% others you have had 
in the past? 
corTPrati%o 
have you PVCr tried to publish a book on your own? 
how did it t.ark out 
no 
have you ever gone' to get an estimate from a printer on 
the possibility of publishing n book on your own? 'hat 
was the outoeme? 
prohibitive 
11. how do you feel about the way in which your work has 
been dintributed and marketed? 
very poorly; no e\ercise to promote the work ii.e. Nbio 
Zr, Sakafuni) 
in general, how would you describe the problems you 
fare as a writer, in particular, as a writer of Swahili 
I iterature? 
Till now, publishing industry motivated by desire to 
make profit rather than to promote Swahili literature 
here please write any additional comments. suggestt , u1A. 
or views ycm woold like to make known about your oLn 
10 , 	PPM" JIMINTRIRII- 
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situation or that of the Swahili-language publishing 
industry, things that I might not have covered 
adequately in this questionnaire: 
The format of the questionnaire is such that there is 
very limited room in which 1. o write in answering the questions and important ports of the answer may hove to be 
left out. I hope you rupplamented the answers by interviews 
of some of the people tauthors) filling in this 
questionnaire, 	Personally, I hays a number of plays and short stories which 1 eonaider highly which I have not sent 
to publishers. 	They're worl.ras on subjects personal or otherwise in whieh I've expressed myself most profoundly. 
HALFAN1 ()MARI 
A. PERSONAL QUESTIONS 
what is you 	ful! name? 
Halfani Omari Mohamedi 
what is your home address? your business address? 
P.O. Box 87134 	M.V. Aspia 
Mombasa, Kenya P.O. Box 90320 
Mombasa, 1.1nya 
what is your date of birth, and where were you born? 
June 15, 1915 	Morogoro, Tanzania 
what is your mother tongue? 
Mama yangu matamshi yake ni kiswahili. 	(My mother's 
language is Swahili.) 
what other languages can you speak? 
Lugha nyingine nnayo weza kusema ni Kiengeraza kidogo. 
(The other language I can speak a little is English.1 
what languages can you read and write? 
Lugha nnayoweza kusomn na kuandika vema ni Kiswahili 
(The language I can read and write well is Swahili.] 
please list the schools you hate attended: 
lee 	iimorvir irrerWM"riarlierr 111111ET IV' 11111111M11 	- I 1- IMENIIIr Inmisr 
name 	place grade completed 	dat!'S 
Kikundi primary s. 
Msamvu middle s. 
Morogoro 	darasa 1-4 
5-8 
1953-56 
1957-60 
Nasikitika sikuweza kupata elimu ya kutosha sabnbu ya 
ukosefu wa pesa baba yangu, hats mtihani wa drirasa la 
nane kipindi eha mwisho sikufanya kwa vile baba alikua 
hana karo ikabidi nisimamishwe. 	(I regret that I wasn't 
able to get a satisfactory education because my father 
was poor--I didn't even take the final examination for 
the eighth grade because my father didn't hove the fee. 
and I had to withdraw.] 
8. where and how did you learn to read and write Swahili': 
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Nilijifunza kusoma no kuandika 	rcht 1 shuleni na 
kusoma vitabu no magazeti ya kiawahili zaidi. 	[I 
learned to read and write Swahili at school and by 
reading additional Swahili books and newspapers.] 
how do you feel about the teaching you received, and 
the textbooks and supplementary readings that were used 
when you were learning Swahili? 
Kitu nillehokieleza zaidi shuleni ni kiswahili sahahu 
shule za Tanzania kiswahili wanafundisha zaidi kuliko 
kiengereza, na baada ya kusema vitabu na magazeti ya 
kiswahili ilinijia hamu na mimi niwe mtungaji, na mpaka 
sass nshatunga hadithi tat -to. 	Nahitaji vi tabu vya ma- 
funna zaidi ye kilwahili mwaweza kunitumia. 	(The thing 
I understood best in school was Swahili, because in 
Tanzanian schools they teach more Swahili than English. 
After reading Swahili hooks and newspapers, I was seized 
by a desire to be a writer, and op to now I've written 
five stories.) 
what is your primiry source of li%elihood at present? 
Occupation 	Company 	Place 	Salary 
Maisha yang', ya hivi tut so nafanya kazi malini kama 
Bosun. 	Company, D.A.L. Germany. 	Ina ofisi yake hapa 
Mombasa. Na mshahara wangu ni shilingi lia tisa, 900/- 
kwa mwezi. 	(Right now I'm a bosun on a ship for the 
.7:empany, Germany. 	Its office is here in Mombasa. 
My saln-y is 900 ghillings a month.] 
what other jobs have you had in the past? 
Kuhusu Nazi tokpa ait.ache shule nafanya kazi ya kusafirl 
mpaka lee. 	(As far as work is concerned, since I left 
school up to today I've been a seaman.] 
including yourself, hot, many people depend on you for 
support' 
Watu sate nyumbnni wnnao nitagemea pamoja no mimi ni wn 
R. Mke wangu I, watoto 5, pamoja na baba yangu aliye 
mzee, jumla -ii wa nane. 	(All of us at home who depend 
on me, myself included, total eight: 	my wife, five 
children. and my father who is aged.l 
are you a member of any clubs or associations? 
blank 
14. which newspaperls) do you read? 
Magazeti nnayopendelea sana kusoma ni Barazn na Taifa 
Weekly. IThe newspapers r like very much to read are 
Baraza and Taifa Weekly.] 
15. do you read magazines regularly? which ones? 
blank 
16. do you rend Swahili literature' 
Napendelea soon kusoma vi tabu vya Kiswahili. 
realty enjoy reading Swahili hooks.] 
how many works would you say you have rend? 
kwa jumta huwa ni vitshu vingi siwezi kuelpza zaidi 
(altogether it's a lot of books; I can't expand on 
that 
which of them, or which authors, did you like heat' 
blank 
el have any of them influenced your own writing (for 
instance, in plot, theme, stvlp, or as a source nf 
quotes?) 
Huvisoma sahalai hunipatiya maarifa zaidi juu yn 
uandishi. IF read them hecausp they bring more 
skill at writing.] 
dl are there any you didn't like? what didn't you littP? 
blank 
17. apart from Swahili literature, what other types of 
books do you read? 
Ni vitabu vya kiswahili pekee ndio nnavyopendelea 
kuvisoma, na hii inatokana sababu ndio nnavyoweza 
kuelewa zaidi yaliyoandikwa kuliko vitabu vya kizungu. 
(It's Swahili hooks alone that I enjoy rending, which 
to 	from the fact that I can understand what's 
written better than 1 can with English hooks.) 
a) in what languages? 
blank 
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b) fiction or non-fiction or both? 
bjank 
cl what are some of your favorites? titles or 
authors) 
blank 
d) have any of these works influenced your writing? 
how? 
blank 
18. do you ever go to the cinema? 
Mimi hupendelea anna kwenda Cinema.' ([ enjoy some to 
the cinema very much.) 
how often? 
blank 
which movies do .7.1u like best: 	. 1 merican/British, 
Indian, Chinese? 
Picha nnazopenda kuziona ni za Amerika na 
kiengereza. 	(I like American and English pictures 
best.) 
cl what type do you like best? (for instance, ones 
about war, crime. romance, religious topics, etc.) 
Picha nnazopende kuziona 7nidi :tnnye hadithi to 
Uhalifu no mapenzi., kwani picha hi ti, hunipatiya 
maarifa zaidi juu ya uandiahi. 	The pictures I like 
to see most are ones with crime and romance story 
lines, because thoae filme enhance my skill at 
writing.) 
d) could you name some titles of movies you particulary 
liked? 
(see iu. 19 below) 
' 19, have films had any influence on your writing? how? 
Natumai baada ya knionn. p1 ohm ile ya Meaican iitwayo 
Bring me the head of john. 	Hilo John sic iinn kamili 
liliyopo ndnni ya hiyo picha. 	Jinn kamili nimelisahnu. 
Baada yn kuiona hi) picha jinsi ilivyn n7uri ilinijiyn 
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hamu nami niandike hadithi yake kwR kutunga manenn yanga 
na kuchukuwa mifano fulani kutoka ndani yn lie picha, on 
nkafanya hivyo mpaka ikakamilika ile hndithi. 	Na 
ilipotoka wen0 woliipenda as wakazidi kunitiya moyo 
nitunga hadithi nyingine. 	(I was stimulated after 
seeing a Me%icnn picture called ”Bring Me the Head of 
John - . That - John" wasn't the whole name that was in 
the film--I can't remember the complete title. 	After 
seeing the picture and how good it was, I was moved to 
write out its -itory line by using my own words, takinl, 
certain examples from the film, and I followed that 
method till the story was done. And when it came out, a 
lot of people liked it and encouraged me further to 
write another story.] 
20. do you watch tlevision? 
Mimi piya hupendelea kutizama Television. 
[I also like to watch televisi('n./ 
what types of programs do you like? (news, sports. 
drama") 
Vipindi nnavyvipenda ni miohezo na habari za 
ulimwen 	1Pro4rams I 	are sports and world 
news./ 
what are the WIMPS or shoi,s r oo like best? 
blank 
el do any a these shows have an influence on your 
criting? 
Nayo pia hunipa maarifa juu ya uandishi. 
They al co broaden my writing expertise./ 
B. QUESTIONS ;ABOUT WRITING 
1. 	please list All the works you have had published, 
whether as books, in story collections or anthologiea, 
in magazines, or in newspapers: 
title 
	publisher 	date 
Rio hum -'ha mnuti 	Baraza 	1/5/78 
Mkamia maji hayanwi 3/8/78 
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Atekwa Nyara 
Ujumbe wa kuuwa 
Mlipuko wa bomu 
karaza 	 2/11/78 
(Barnaal 	 bedo linchapishwa 
(not peblished Yet] 
(Taifa) 
2. 	why, in general, do you write? (far money, fame. to 
teach others, to express yourseif other reasons) 
what is the most important reason: 
5. 	have you near lookad far or raeeived heip or advira en 
your writinz from another person or institution? what 
was the result? 
Sijapoltea manada au mashauri yayote kutoka kwa mtu 
yeyote inn yn uandishi au kutunga hadithi. 	II havan't 
rereived risc. halp or advice from anyona shoat 
or composi n u: qtorioil.) 
• 
Mimi hupenda Luandika hadithi sahabu, kwanna nipate 
pesa, phi kujiendelena kimawazo mimi mwenyewe, tatu 
kuwakumbusha natu mambo yanayotendeka kila siku, yaliyo 
mazuri na mabaya. 	Takini kitu muhimu zaidi nipate peso 
maana mshahara nieatao ni kidngo na jamii inayonitegemea 
ni kubwa, 	 yake ni kidolo, lahipi mini huwa 
napeleka sababu nnahame sans ya hut own hndithi zangu 
watu wazisome ili jinn langu liptate kukuwa zaidi na 
nitambuliknne no eatu vengi no ndia,yo ilieyo hivi mama 
wato wengi washanijuwa na nimekuwa maarufu sans, 
wakiliona jine langu ndani ya gaaeti nimetunga hadithi 
au mashairi watu huyasoma kwa hama sana na magaziti 
wiki huisha haraka. 	[T like to write stories because, 
f)rst, I want to get money; aecond, to increase my 
mental capabilities; third, to make people aware of 
what's going on daily, both the good and the bad. But 
the most important thing is to get money, because my 
salary is small and the family that depends on me is 
large. 	The payoff is limited, but I keep on sending in 
the stories because I have a strong impulse to got them 
published so people will read them, and my name will 
become known to more or them. That's exartiv what's 
happening now-aa lot of people ml ready know of me and 
T've become pretty famous--when they see my name in a 
newspaper where I've got a stary or poetry, people will 
read the piece with enthusiasm and the weekly issue gets 
sold out quickly.] 
what motivates you to write Swahili-language stories 
(and/or plays)? 
Naandika hadithi za kiswahili sabab.1 napondelea kukuza 
lugha ya kiswahili karma lugha yetu va Taifa. 	[I write 
Swahili sterias berause T enjoy pro ,notin4 Swahili as 
our national language.] 
are any af your works based on real incidents or real 
people? 
Uutongs hadithi kutokann na mambo ya kawriida ya kubuni. 
[I devise stories by the usual methods of storytelling.)  
what would you say has influenced your writing the 
most? 
Ndio maandishi yangu huwavutiya wengi magazetini. 	lies, 
my writing nsually attracts many to the newspapars.1 
are you working on any stories or plays now, and do 
you plan to continue writing in the future? 
Hivi sass naandika hadithi nyingine na nnatagemao 
kuendelea kuandika siku za usoni. 	Najataarisha 
kuandika nyingine, itakayo itws "Chuki ya urathi". 
(At the moment T'm writing other stories, and I hope to 
continue writing in the future. 	I'm preparing to write 
another which will he called "Chuki ya urathi.") 
will you continue to write Swahili stories/plays? 
(if not, why?) 
Tegemeo tango ni kuendelea kuandiks hadithi ken tuella 
ya kiswahili. [My expectation is to continue to write 
stories in the Swahili language.] 
what sort of audience do you aim for with your Swahili 
works? (occupation, age range, sex, education or 
literacy level, economic level) 
blank 
why do you think people read your works? (for 
instruction, advice, entertainment, something else?) 
Watu hupendetaa kusoma hadithi zangu kwa mafunzo yn 
mambo ya kwaida yatendekayo kiln siku na kwa upande 
mwingine kujifurahisha. 	rPeople generally like to rand 
my stories for information about everyday life, and also 
for plain entertainment.] 
what types of stories or plays do you think appeal mn -At 
to people? 
Watu hupendeloa sans Hadithi na ujambazi na mapanai HA 
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zile zenye marunzo ya jambo fulani. 	(People mostly 
enjoy crine and romance atorieA, and those containing 
useful information on a given iubject.1 
12. which of your own works are you proudest of? which has 
been most popular with your audience? 
Hadithi yangu wnto walinipenda sana ni "Nichwa cha 
Mauti" na nafikiriya "Ujumbe oa kuuwa" na "Mlipuko wa 
flomu" watu watazipenda zaidi wikati zikija toka 
magazetini, 	IThe story of mine people liked best was 
"Kichwa cha Mauti"; T. think people will like "Ujumbe wa 
kuuwa" and "Mlipuko wa Pomo" even more, once they come 
out in the newspapers.] 
11. how do you discover what your readers like or don't 
like--do you e‘er have personal contacts 	them, or 
get letters from them, or find out in other ways? 
Nimegunduoa watu kama wanapendllea hadithi zangu wengi 
huja kuniona kunipa pongezi no maga2eti wakati 
napotoka hadithi zangu kiwi; havachelewi kwisha kila 
wiki. 	II've discovered that if people Into my stories, 
a good number come around to see me and congratulate MP; 
and the newspapers, when they oarry my stories. usually 
sell out quickly each week.] 
—) 11. do you think the themes of your stories rerlect the 
everyday problems or concerns of your readers? what 
are their interests? would you say yours are similar? 
4: RE D ILI 
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uandishi isipokuwa muda ndio mwinmi nnao utumiya juu yn 
kuandika na utungaji. 	(I'm not sure about the exact 
personal expenses involved in writing, except that I do 
spend a great deal of time in writing and composition.I 
do you get royalties on any of your works? which onea? 
Hulipwa shilingi mia tatu kwa kiln hadithi itokayo ndani 
ya Ilarana. 	[I'm usually paid three hundred shillings 
for each story that appears in Barnza.) 
could you desorihe the contract arrangements you ha%e 
with your pohlishertal? 
Mpakn Aasa sinn mkataba wowote niliyotranya juu yn hat.a 
watanganaji wanmu. 	[Up to now I don't have any contraet 
whatsoever with my publishers.) 
have publishers ever solicited manuscripts from you':' 
Sijavomiliya maltali pamoja kotanmara hndithi zangu, 
safari hii nime,:aribu kupeleka hadithi yangu moja Itwenve 
Taira weekly hoenda labda nkapata ma 111)0 zaidi. 	(I 
haven't been satisfied with the single outlet for 
my stories, so tbia time I've tried sending ono of my 
works to Taira tleekly, and maybe I'll met a better fee.I 
have you ever luhmitted a manuseript to more than 
one publisher - 
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blank 
15. do you feel that yon are free to t.rite about any topic 
or theme you like, or are there some things you would 
like to soy whi.:-11 yeti reel can't be printed, because of 
possible objertions either by your readers or the 
authorities? 
Mimi nnao uhuru we kuandika jambo lolote au kitu cho 
chote ikiwa hakihusiyani na kashfa juu va Serikali au 
Rais wa Kenya 111.0 jomlo. 	[I'm free to write anything as 
long as it doesn't involve false statements about the 
Government or the President or Kenya, in ;um.] 
QUESTIONS ABOUT PITIISHING? 
1. how much were you paid for each of the works you 
mentioned in section TT? 
Sina hakika aaidi jou yin gharama niitumiavn jou ya 
Sijafanya maombi yeyote yn utangazaji. 	[I ha‘en't mad, 
any kind of appeal having to do with puhlishina.I 
h as a ittnnu3t7ript of yours p.er been rejected by a 
publisher? 	why? 
8ado kukatalit.n maandi.211i !.an mu tin wachapishaji. 
writings have never been rejected hr publishers.1 
what were your reasons for joining with your present 
publisher, and with any others you may have zontracted 
with in the past" 
Sahnbu nipate resn nn kukuza lugha yn kiswahili. 	(So I 
could make money, and promote tho Swahili language.) 
have you ever rhsnmed from one puhliaher to another? 
if yes, why? 
Ndio nshatuma hndithi nyingine kwa Taira weekly, sabahu 
huenda labda nkapata malipo zaidi. 	lYes, I've already 
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sent another story to Taifa Weekly, because maybe I can 
get a bigger payment for it there. 
how, and to what extent, have publishers tried to 
dictate the content or style of Yor works" 
blank 
has a publisher e‘er changed a manuscript of yours 
after you had sold it? how? does (or didl your 
publisher ennault you about changes? 
Watangazaji bad° hawajabadil:sha maandishi yangu. 	[They 
haven't changed apy of my manuscripts yet./ 
how would you describe your personal relationship with 
your present publisher, and any others you have had 
in the rast? 
Nna uhusiano mzuri ne watu wa Baraza na ndio watu'wangu 
wa mwanzo. 	IT have a fine relationship with the folks 
, 
at Baraaa, and they've bepn behind me from the he-
ginning] 
have you ever tried to publish a hook on your own? 
how did it work out? 
Sijajaribu kutnwa kitabu kwa ukoseru wa msaada on mtu wa 
kunisimamia. [I haven't tried putting out a hook due to 
lack of assistance and of someone to guide my efforts., 
have you ever gone to eat an estimate from a printer on 
the possibility of publishing a book on your own? what 
was the outcome? 
Sijaenda kwa wachapishaji kujuwa habari ya kutowa vi tabu 
‘yangu. NafikirOa kufanya hivyo baadae. 	[I haven't 
gone to a printer to find out about publishing my books; 
I'm thinking about doing it later on, though.) 
how do yr:u feel about the way in witich your work has 
been distributed and marketed? 
blank 
• ".•71, IS. in general 	how would you describe the problems you 
face as a writer, in particular. as a writer of Swahili 
I iterature" 
Tatizo sina into wit kunidhamini nit kuwazai kunipatiya 
malipo yarlayn stihili kupata, huku kwetu mnlipo yake ni 
6 t) 1 
kidogo sena haswa 1o:a upande 	magazetini. 	(The prrb- 
lem is that I don't have anyone to be my agent and zrt 
me the payments I deserve; here in our country the r5:- 
muneration for writing is very limited, especially t-here 
the newspaper; are concerned.] 
16. here please L:rite any additional ccmments, suggestions, 
or views you would like to make known about your own 
situation or that of the Swahili-language publishing 
industry, tliings lhat I might not have covered 
adequately ii this questionnaire: 
Napendelen sana kazi yangu nfanynyo ikiwa itawezekana 
kutolewa na kupation sehemu yin kuuza, kwani huenda nkapata 
malipo vu kuridhisha na kunitiya move nizidi kuendelen 
kuandika hadithi nyingi zaidi. 	(I'd love to have my work 
published and available in stores, because then I'd have a 
chance to make a living and incentive to go on writing more 
stories.] 
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READER. 	SURVEY .WESTFC , NNAIRE 
MASWALI YA 8INAFSE 
personal questions 
Wewe ni mwanamume au mwanamke? 
Are you a man or a woman? 
Una umri ganil 
How old are you? 
Kabila lako ni nini? 
What is your ethnic group? 
I. 	Ulizaliwa wapi? 
Where were you born? 
Ulifunzwa lugha ipi ya kwanza ulipokuwa mtoto? 
You were taught which language first when you were a child? 
Unaweza kusPma lugha ngapi? 
How many languages can you speak? 
Unaweza kusoma na kuandika lughn ngapi? 
How many languages con you read And write? 
Ulijifunza W inwahi Ii wapi? 
Where did you learn Swahili? 
Unasema lugha gani nyumbani mwako? 
What language dayou speak in your home? 
Unasema lugha gani krizini? 
What language do you speak at work? 
Una elimu gam)? 
What kind of pdner.tion do you have?  
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12. Unafanya kazi gani? 
What kind of work do you do? 
	
13. Unapata mshahara wa kiasi gani kila mwaka? mnamo sh. 	 
You get a wage of what kind of amount each year? around sh. 
14. Ungependa kupata kazi nyingine? 
Would you like to get other work? 
15. Ungependa kupata elimu zaidi? 
Would you like to get more education? 
16. Umeoa/olewa? 
Are you/have you been married? 
17. Una watoto wangapi? 
How many children do you have? 
18. Watu wangapi wanaishi kwako? 
How many people live at your place? 
19. Unatazama televisheni? 
Do you watch television? 
unapenda maonyesho yapi? lmichezo, habari, n.k.) 
which shows do you like (aports/plays, news, etc.) 
majina yao nini? 
what are their names? 
20. Unakwenda aenema? 
Do you go to the movies? 
a) umepnta kuona fiLmu za aina ngapi hivi: 	kigungu. 
kihindi, kichina (hams 'kung Cu' na 'karate')? 
you have got ten to see films of how many of these types: 
Western, Asian 	ficiian, Chinese (like kung fu and karate) 
604 
GU5 
b) unaweza kuandika majina ya picha ambazo 
zimekupendaza? 
can you write the names of pictures t h at have pleased you? 
21. Unapenda ilani zo zote kutoka televisheni an senema? 
Do you like any advertisements from television or movies? 
unaweza kuandika majina ya bidhan itangazwayo kwa 
ilani unazozipenda? 
can you write the names of the products advertized by the 
commercials you like - 
unannnua bidhaa hizo? 
do you buy those products? 
MASWALI 	VA HADITql ZA KUBUNIWA 
questions about fictional stories 
Wewe husoma vitabu viandikwavyo kwn 1 igha ngapi? 
You usually read books written in how many languages? 
Unasoma badithi za kubuniwa ziandikwazo kwa lugha hizn 
zote, au knit Ri st.ahi Ii tu? 
Do you rend fiction stories written in All those languages, 
or just in Swahili? 
Unapataje kusoma had ithi za kubaniwa ziandikwazo kwa 
Kiswehili: 
Hoe de yoU get to read fiction stories written in Swahili: 
knit kununua vitabu? vingapi? 
by buying books? haw many° 
kutoka magazet? 	yapi?  
from newspapers? which ones? 
cl kutoka maktaba? 	wapi? 
from the library' where? 
d) kutoka shule? 	wapi" 
from school? where? 
el kwa kuazima? 	kutoka nani? 
by borrowing? From whom? 
fl njia nyingine? 
other ways? 
Unaweza kuandika mnjina ya hadithi ambazo zimekupendeza 
hasa, au majina ya wandishi on kukupendeza? 
Can you write the names of stories that have ploased you 
especialiy, or the names of writers pleasing to you' 
Umesoma mramo hesahu gnni ya hadithi zinndikwazo 
Kiswahili? 
You have read about what number of stories written in 
Swahili? 
Kwa nini wawa husoma hadithi hizi? Kwa kujistarahe, 111 
kujifunza, on sabahu nyingine, nu aababu hizi zote? 
Why do you usually read these stories? To amuse yourself. 
or to learn, or other reasons, or all these reasons? 
Unawasomea jamaa au rafiki zako kutoka hadithi hizi? 
Do you read to your family or friends from these stories' 
Kuna mtu ye yote anayekusomea kutoka hadithi hizi? 
Is there anyone ,.ho reads to you from these stories? 
Unazungumza habari za hadithi na jamaa au rafiki zako? 
e 	 AP. 	 r rT 
606 
607 
A 
Do you discuss the nnws of the stories with your family or 
friends? 
aI macni yako ni nini? 
what are your views? 
bl maoni ya jsmFtlt au rafilt 	ni mini? 
what are the opinions of family or friends? 
Umepata kumjua mwandighi ye yote kama rafiki, au 
umemwandikia mwandishi ye yote? 
Have you ever gotten to know any writar as a friend, or have 
you written to any writer? 
Ungesema kwamba hadithi hizi zinafanana na maisha ya 
kwe Ii? 
Would you say that these stories resemble real life? 
Unadhani kwamba ungeweza kuandika hadithi za kubuniwa 
kama hizo ambazo umezisoma .' 
Do you think that you would be able to write fiction stories 
like those you have read? 
Umejaribu kuandika hadithi. an kuprita hadithi kupigwa 
chaps? 
Have you et , ar tried to write stories, or to get stories 
published? 
Una maoni mengine 	ya hadithi hizi, au kazi yangu, 
ya kuniambitt? 
Do you have any other views on these stories, or on my work, 
to tell me ahot7 
Tafadhali waombe jamaa na rafiki zako iii waniandikie 
nikawapetekee fomu kama hii. Asante. 
Please ask your family and friends to write to me so 1 c.in 
send them a form like this. Thanks. 
A 
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Appendix 4: 	'GaogsLers' Run - 
A Translation of - Mhio za Wahalifu - 
and accompanying material 
lintroductory banner and ti tie! 
New Thrilling Story (First Part)...by 	Nwagojo 
GANGSTERS RUN 
My wristwatch shows that it's 3:15. 	In this world 
where all kinds of things are going on there's nothing I 
like better than a ball game. 	T like it not because I'm a 
player, absolutely not, but just to watch, and I can tell 
you that if so-and-so plays such-and--such a number the 
results will he good. 
If I'm not busy with soccer matters then usually I'm at 
home farming. 	Farminr of any kind, from raising chickens 	to 
herding cattle. 	And if you miss me at my farm, you won't 
when you get to my office, you'll find me occupied with 
private-hire cases at "U.K.!". 	Spelled out that's "Harry 
Kidozi Investigator's." 
Being a Detective 
I started up this private investiuzotion firm when I 
left the army. 	I retlred while I was still pretty young.  
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After signing on I served for just six years and then felt I 
didn't enjoy it any more. 
So I used the money I'd saved from the service to marry 
the girl who's my wife today ..,her name is Marietta, and 
she's borne me two sons, with another child on the way. 
So I'm sure you've understood me clearly my friend that 
my name is Harry Kidozi and I'm a farmer, a detect.! u' Ind a 
big soccer fan. 
I'm sitting in the front room of my house which 
right by the sea in the district of Nyali Estate and if 
you're a little short on georraph% and don't know whotot , 
Nyali estate is, I tell you that the district is at tho 
roast, outside the island of Mombasa, and so to get th.re 
you have to cros ,; the well-known Nvali Bridge. 
Here in the front room I'm waiting for Marietta 
in back getting herself ready so we can go to a match 
between the club champion here in Coast Province and anothor 
club whieh has its headquarters in Sa irobi but has moro tans 
on the coast than anwhere else in the country. 
Marietta romes into the room And right then the photo-
which is in the corner of the living room begins to ring. 
"Every time I get myself ready to go out with you..., 
Marietta starts to complain, standing there it fet. foot teems 
where I'm sitting. 
•21., 	 ANIL 3111. 	- 
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"Wait Dear, do -ou think every phone call f get means 
I'm being hired on a new case?" I answer her and start 
toward the phone. 
"Harry Kido;:i." 
"Listen you hard-headed sore-loser...," a voice says on 
the other end of the line. 
"I remind you, l'm a detective, and I live like one 
Any call I get is recorded as soon as I start talking." 
"The insults and the fact that you know my name don't 
mean a thing. Say your name and explain what's bothering 
you." 
"My name won't help you at all. 	Listen Harry, there's 
a woman in her thirties who's coming to hire you, leave her 
and her case alone. 	If you want to take on her murder case, 
that's your affair; just don't say you weren't warned. This 
is your warning," the voice finishes and thP call is cut 
off. 
I'm left there a bit stunned, standing there looking at 
the receiver as if it's the first time I've used a phone in 
my life. 
"What's up?" asks Marietta. 
The usual thing in this ,;ob of being a detective," I 
answer after putting the receiver back in place. 
"Let' ,t go," I tell her, and I head for the door, and 
she follows me pwt of the house. That 	the typical  
°I) 
behavior of all women. 	There isn't a one who'll accept 
walking ahead et a man. 	I den't know why. 
I'm not harpy at all, and my wife has figured out that 
the phone call has changed mv mood. 
Outside, i 	a I Ii quickly up to the space where our taxi. 
a Ford Capri, is parked. 	I'm stunned and stand griping at 
our taxi with surprise. 	It's not in its usual shape. 
"Why are vnn gawking at the car? Aran't we going. Cr 
what?" 
"Look, the air's been let out of all the tires. 
"What's happening...f don't understand al! this 
mess..what'd this all about, K.?" 
"Don't worry dear. You know what?" 
"What?" 
"That phone eall I got, it was warning me there's 
someone who wants to hire me on a murder case. I was iven 
a warning not to take it on. 	I haven't been hired yet, 
but..." 
"But what?" 
"If that woman comes to me, I'll take the case, just 
because of how a person or persons are trying pretty hard to 
keep me from helning that woman out." 
	
"And I'll tell you the same thing the caller did. 	Stay 
away from that woman. 	I don't need to hear about her. 	I've 
taken a long time to get all ready so we could go nut 
Art, 	Ark /1i, A Al. 
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together, since we got married un haven't gone out together 
in a long time. 	Let's gc, we'll just t.aalk to the bus stop." 
"4 agree with you, hut don't scold met!" Nyali 
District is an area short on buses. Everyone who lives in 
this district is well-off. We quickly walk up to the bus 
stop. 
Taxi 
When we get to the stop, there isn't anyone there but 
us, like I told you buses aren't numerous in the district 
and most of those who take the bus are hotel workers and 
house servants. 
In the distance %.e see a taNi "Ford Capri make 
speeding along. 	I rerognic.e it as Roy's. A young guy I've 
hired as my assistant in this investig3.tive work. 	He hits 
the brakes soddenly a few feet from :diere we are. 
He opens the left front door and I open the one to the 
back seat. Marietta gets in and sits ind 1 close her door 
and go to the front and it next to Rev. 
Roy pulls away from the curb at a normal speed he knows 
we're heading to the Stadium. 	"There're a few things I have 
to tell you. 	I didn't expect to see you here and 1 you 
didn't expect I'd come to your house. So I ems on the way 
home," Roy starts to Fay in a normal tone of voice. 
"Go on," 1 tell him after looking at Marietta in the 
mirror in front of us. 	Roy Lights is cigarette and 
continues. 
"At 12:15 p.m. I got a phone call from someone who 
didn't give a name. The person told me about a woman who 
wants to hire us. The call was warning us not to take the 
case. After this person cut off the call the door of our 
office was opened by a woman of average build. She entered 
without knocking. - 
"Even without asking her anything I understood this was 
the Woman I'd been told about over the phone," he pauses and 
lights himself a cigarette, exhales a big cloud of smoke and 
situates himself better behird the wheel. 
"She was %ery distressed. 	I knew she has something 
important to tell me so I did two things at the same time. 
I turned on the tape recorder under the desk with my richt 
hand and with my let"t I showed her t.,here to sit. EverythIng 
we said was recorded, 	The cassette is in this recorder. 
Sit bark and listen to our conversation and afterard, I'll 
• finish it off for you, 	says Roy and he turns on the 
recorder that's in front of him below the steering 
ve got a lot to explain to you. 	First, there's a 
young guy follot.ing me everywhor ,, I go. 	So it wos n-o!
hard for me to got he 	I've soon him in a group co- 1, 0 1, 
but I'm not sure •:hether he's alone," that is the womon'c 
voice. 
AlL JUL APL. 
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- I understand...what's the second thing?" asks Roy. 
"My husband was killed by gunshot at 2:00 p.m. while we 
were relaxing in the front room of our house. 	I was 
extremely terrified, right at first 	just couldn't move for 
around a quarter of an hour ...rafter my senses returned to me 
I ran to the phone but when I lifted the receiver I realized 
it. wasn't working." 
"I knew it'd been cut because around 1:30 my husband 
received a call from a friend of his," she coughs a bit and 
continues. 
"I ran outside and began looking for a cab. Just then 
a taxi suddenly appeared and pulled op next to me. I got in 
and asked the driver to take me to the poIice. 
In the Alley 
He pulled away and drove very fast tIll he got to an 
alley then suddnly he hit the brakes, went on to explain 
the woman. 
"The alley wasn't a police station?" asks Roy with 
surprise. 
"Right and that 'a when that driver warned me. He told 
me not to go to the police or to hire anyone. He went on to 
say that ma comings and goings would be watched closely from 
that moment on. He said that and told me to leave and not 
to go back home until. 3:00. He warned me aot to return 
before then." 
"I got out and began to wander around why has my 
husband been killed? Sc' I decided to come to your place but 
it was hard. 	Prom the time I was let nut of the cab I've 
been followed. 	I've come here to your place because it was 
closer than the police or any other private detective's 
office." 
"Also I know your good reputation you work a great deal 
with the police so I knew if I got here I'd be safe." 
"Thanks for all that but...?" asks Roy. 
"But what?" 
"What's your name, Lady?" 
"Call me R....Thamaee!" the woman's voice is cut off by 
the blast of a gunshot finishing off in the cry of mamaee... 
look tn Roy and our glances meet. 	He smiles letting out q 
puff of smoke end throws the cigarette butt outside. 
61 e've gotten to the Nyali Rridge and the cars are goincr 
slowly. 	"So what happened 13 she deri.1?" I ask with 
interest. 
"Allsolutol,/ not she's in the hospital in serious 
condition. she can' t: speak. 	Those thugs who warned her are 
the ones who shot her by using our office door Bro. - 
- The door i:as opened all of a sudden and that gunshot 
followed. 	Whoever fired ran away. 	I heard Ihim/h-rl 
running hut my t irst itaught vas to sav.. the woman's lifo. - 
-Ir ve're i.- oing to take this c- Ige the n this woman's a 
vitness ','ho knoi.s a Int of things. 	I Palled an ambulance, 
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first the lady has to speak; she has to explain about their 
place at home, then the police and Roy can go there. 
she speak? 	Read al; these things nes.:t. week. 
[opening banner, title): 
A New Thrilling Story (Second Peril.. .by J.I. `Iwagoio 
I GET THREE PHONE' CALLS 
[Summary of the first installmnnt at the heainning or 
part two]: 	NEW READERS. 	Deteritivo Harry Kidozi was getting 
himself ready to go to a ball game he and his wife 
Marrietta. 	Befaro thoy loft, Harry got a call which i:artiod 
him about a woman who would come to hire him. 	(The callorl 
warns that he sh-will lenve the woman in 	and not dn 
business with hen. 	They go out and see that their taxi hAs 
had the air let out of it no -.hey go to the bus stage. 
There they meet Roy Harry's assistant who has a taxi 
heading toward Harry's house. 
Harry and Marrietri'get into the taxi and thon Roy 
explains to Harry how a woman was shot in their nfCi , ie. 	The 
'woman was shot 	she was telling Roy her name. She 
started with Ii... and got out off by that bullet. Also 
earlier Roy had been telephoned that he should leave the 
woman alone. The caller didn't mention his/her name. 
Now the woman is in the hospital in serious condition. 
She can't speak and it's not known where she comes from. 
and the police. 	She's in the hospital under close guard. 
Corporal Karisa is conducting this case undet- Inspector 
Hamisi." 
"I didn't tell the police what the lady told me and 
they don't know anything. 	I told Inspector Hamisi that the 
lady was shot just as she entered the office," Roy finishes. 
-4 
"Which hospital is she in?" 
"She's in HA." [Aga Flian[. 
"Good, I hope she'll get well quickly. The doctors 
there have a great deal of expertise. Now Listen Roy. 
"Yes," he answers. 
"Let us off at the Stadium. Take good care of this 
cassette and then go to the hospital. 	Be alert. 	If the 
lady regains consckousness first get her name. Second her 
husband's name and occupation. Third and most important 
anyone who will come to ask permission to visit her must he - 
arrested." 
"Explain to Earisa that up till now it's only we, they 
the police and tho s e gangsters, who know where the woman is. 
I'll come there after looking at some ball. 	I'll take a 
look at the other stuff," I explain to Roy. 
[concluding teaser to part one]: 	What's going to 
happen, reader? What's this woman's name, and why was her 
husband killed" Will Detective Harry Kidozi succeed, and 
will the corpse of the gentleman be found there at home: but 
'It 11 ATINAMIF/rI/1 	pro:tipjFigspospimplenrf..1.1 11,1101 
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The purpose of going to hire Harry Kido2i was because her 
husband has been killed by being !Fhot. 	It's not known where 
their house U. Harry Kidozi and all of the police are 
continuing with the iniestigation. As of now Harry knows 
more than the police. NOW CONTINUE. 
It's 7:15 p.m. and I'm in the office. 	It's the first 
time I go in. 	After watching some bail I got a cab for 
Marietta to take her home. 
The Nairobi team showed a lot 	:n kirking the 
bail so it heat the local champion three goals to one. Aro! 
you don't know how much I love this game the day luck falls 
on me and I win first prize in the lottery, I'll use the 
money to start my own personal soccer club. 
After leaving Marietta headed on her way home I went 
straight on to the Maridadi lwell-Dressedl Hotel where I 
ordered some food. I don't smoke and I don't drink... .1 
don't know why I ha\en't been saved' I guess it's because 
smoking And drinking aten't the only sins in this world and 
if they were I suppose I'd have a high office in the ranks 
of thc, church. 
I fix myself a rouple of cups of coffe" using the gas 
stove in the corner of the office and start carefully going 
over how all the events happened. 
Important 
The first and most important step I should know hoc. 
this woman who calls herself R. is getting along. I lift 
the receiver and call the hospital. 
- Harry Kidozi. 	Get me Corporal Karisa he's guarding a 
lady in serious rendition the hospital,' I say after bring 
answered. 
"Wait." After a short pause n loud voice roars. 
"Corporal Karisa! 	Who are you, my friend" - 
"Harry Kidozi. 	How's our patient doing?" 
"She still hasn't started to talk yet. 	The bullet that 
was in her body has already been removed. The dortor snvs 
she's Lost a lot of blood!“ 
"Are there any strangers who came see hero" 
"There aren't! And no one can see her except you, Roy, 
Inspector Ilamisi and I. 	In short the watch is in a high 
state here. We still don't know this woman and her address. 
We don't know why she's been shot and why she came to hire 
you. 	So WP ' VP taken stahe strong steps! - 
- Like what" - task with interest. 
"First, the two doctors on duty who assisted each other 
in saving the woman's liff, aren't allowed to go outsid.7 they 
together with seven Assistants. Various offices have heon 
readied as their places to eat and sleep. A police doetar 
is monitoring 111 modieines and injections the woman gels. 
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so the gangsters can't slip a fake nurse or doctor in to 
kill this lad:'.' 
"Third police officers in hoepital uniforms are on 
every ward and various policewomen in plainclothes are 
numerous. At the door there are nO obstacles, anyone can 
core in according to the hospital rules here without any 
problem.. .but! inside, it's very hot!" 
"Anyone who asks about this woman is going to be 
interrogated thoroughly. All the phone lines here are hot. • 
"So any call coming in and going out is recorded 
without a break. 	Be cool Uncle in a little while we'll get 
a break in this case, - finishes Knrisa. 
"Thanks very much Corporal! Really right now you've 
done a lot in short time you've taken some very strong 
steps. - 
- Crime doesn't pa': one bit we demenstrate with action." 
"Tell Roy to come to the office. 	If we get anything, 
we'll inform you. 
"Fine! 	Hamisi's in the office if you eet anything tell ' 
him." 
"I'll do that," I finish and return the receiver to its 
place. 
'three Phone Calla 
ti2 I 
I lift the cup and drink two gulps of coffee. A short 
while later Roy comes into the office and sits in a chair, 
he seems very tired. 
"Up to now the police are going along well it's like 
Karisa explained to eon," says Roy after sitting down. 
"Yes and now it's our turn. We have to start to take 
this case as something very serious. - I pause for a moment 
so these words sink into Roy we 
First and foremost, you'll stay here in the office. 
Don't leave even for a bit. - 
"I understand you. - 
- Second, I'm going out! 	I'll go to the headquarters 	of 
posts and telee'rephs to look for a break in this case. 
have to know who called us. 	There I'll investigate three 
phone calls. 	The first is that of the woman. 	I' l l want to 
know every called plieed at 1:20. The seeond is the flurs 
that you got here in the office and the third is mine that I 
go t at. home . Th e , twe of ours are no trouble it's just to 
know where they c, cc' "1 aced frem. 
It looks that 
- Lenving there I'll 4o see Inspector Khamisi. 	If we're 
too silent he'll suspect is of hiding certain secrets, 	rp 
to now you realize that the police don't know we were u. nrnvd 
in advance about that woman. So if t.e know where those 
three calls wore plaeed from and who placed them we'll t3ke 
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one step ahead or Khamisi's people, 	I finish my coffee and 
cover up the cup. 
"Take very good :.are of that caslette...lock it up in 
the safe. Our Ione informant isn't making mistakes so we 
don't know whether what that lady says is true or whether 
it's she who It her husband and then begins to dance its 
a lelemama (type of dineel so an to screen herself and the 
murder." 
"I don't think s ..1! why would sIO'be followed and shot?" 
"Cool the fire Roy! 	I don't need to see this woman for 
now but the moment my face and hers meet I'll say a lot. 
Also when 	know her husband's name and investigate their 
lives before and after their marriage then actually we'll 
know the cooked and the ray." 	I stand and take some steps 
to the door. 	F open it and my body is half in and half out. 
I look at Roy and he looks at me. 
"That cassette contaien n lot of evidence and guard it 
well. 	If R...dies then that's the only testimony we have of 
hers." 	I'm silent for a moment...I look at my wristwatch 
it's 8:00 p.m. 
"Give me the car keys." 
He throws me the buneh of keys and I catch it 
"Listen Roy. lesson number one if you want to be a 
—N, Rood detective is you have to realize that at any time the 
guilty are eowards." 	I slam the door and go outside. 
Outside 1 ge 	in the taxi and turn on the iznition. 
take it out at normal speed and take the highway of keaelf.t a 
Avenue going towards the headquarters of posts and 
telegraphs. 	r en.er the roundabout at. Salim Road and 
Kenyatta Avenue and take Salim Road. 
This islard of Mombasa at night is really pleasant.. 	in 
front of me the traffic lights are nn. 	4y taxi is in the 
middle lane. 	The light that direets me shines with a red 
color. 
I hit the brakes. 	A short time later the light changes 
to yellow and becomes green. A peraon who doesn't know how 
to rend knows that the color green is what makes know that 
it's absolutely safe there'a no dcubt at all. 
The Booth 
I put the oar in second gear and pass the main post 
office at high speed. 	I enter the roundabout of Salim Road, 
Nkrumah Avenue, Niyerere Avenue, and Kilindini Road. 	I go 
around and take the Kilindini highway. 	A little while later 
I hit the brakes. 
I'm outSide the headquarters of the post office whieh 
is involved with telephones. After speakine with the 
polieeman at the door he opens the door for me and zoos into 
the main part of this building. 
I meet with another polieeman and he direrti me to rho 
duty officer. 	Inside that officer's office there are fwo 
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cabinets and on the wall there is a map of this island. 
There are various number written on this map. 
called Harry Kidozi, I'm a detectie . 	I've come 
here on the job," I esplain after sitting. 
"Fine, can I help you?" 
"First I want to know about two phone calls. The first 
was placed to my office. 	I want to know where it 
originated. 	Second, is a call I received at my house and I'm 
really interested in knowing where that one came from?" 
- Your number or do you remember our check number we got 
for you when we installed the phone for you?" 
"Yes it's 11E/TH/091711," I explain. 
"Fine," he says and lifts the phone receiver. 
"Bring a file, 	Harry Kidoei, Telephone Hire 094711 
please. 	I looking to see whether today's record has been 
put in. 	T need todas's record 4;,.he Sitye after being 
answered. 
A litele while later a young man in his thirties comes 
into the office with a file in his hand. 	He gi ,:es it to the 
officer ani leaves. He opens the file and reads it to 
himself. 
"The first call you got was that one at 3:15 and the 
second is the one at 3:50?" asks the officer. 
"Yes," 1 answer him. 
"They were placed from the same number. 	It's not a 
personal phone it's a public phone from in phone booth. 
- Is there any other call placed from that booth for 
today or is it just those two?" I ask with interest. 
He lifts the receiver and says: 
"Let me know if there is any other call placed from 
phone booth T41 apart from those placed at 1515 and 1550. - 
Those are the hours used by this bureau of posts. 	1515 is 
3:15 and 1550 is 3:50. 	I explain this to you so you car 
understand me i;e11. 
"Thatiks," he says and puts the receiver back in its, 
place. 
- Where is this booth TII located?" I ask. 
"Y,u really are a true detectiee. 	Your questions pre 
pretty intenee." he says and stands up and goes to a cc.rner 
of the offict,e There's a machine with a lot of numbers he 
presses TII end a small piece or paper with writing on it 
comes out of the bottom of the machine. He gives it to me 
and reading it it indicates the place where that booth 
I give him hack the paper and ask permission to use his 
phone. 	He lets me and I call Inspector Khamisi. 
"Harry Kidoei her," I say after hearing Khamisi's 
voice. 
- Send fingerprint experts to the posts and telegraphs 
booth that's outside the Mafuta IOU] Hotel. The person 
whose prints are on that phone is one of the gangsters in 
this rase." 	I finish and replace the receiver. 
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Hogany 
Are you satisfied?" the officer asks me. 
As far as these 'two phone calls 1 got arc concerned 
I'm satisfied. 	'low I want to know all the rolls that were 
placed at 1:30. Where they were placed from and where they 
went. The phone owner; who called and who uere called, the 
district or place where those phnnes are located." 
"That's five minute's work. Stand up and follow me." 
I stand up and follow him. He lends me to the office 
two doors down from his. 	This is a bigger office filled 
with many machines. Behind each machine there's a penson. 
We up to the largest machine. There isn't anyone behind 
this machine. He sits behind the machtne and asks me: 
"You said all the calls plared at. 1:30?" 
"Yes," f answer him. 
I'm riet to him he presses number 1330 Hrs, Received, 
To  After pressing those hour.:: and those words he 
presses a red switch ilnd a card with vtrious phone numbers 
comes out from the bottom of this machine. 
"These are the people who receive -1 ond placed rolls at 
1:30," he tells me after giving me the cord. 
"I trust you understand. The white lines are numbers 
that took polls and the green lines ore numbers that place 
calls. - he 4oes en to eNplairt to me. 
- All the numbers are sixteen, in shot— it'; just eight 
calls placel. 	For the rerords of t. I'.' oLoera or these  
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numbers let's return to my office, - the officer explains to 
me. 
In his offire he uses the the machine he used to flid 
out who called us and I was given the record or those 
siNteen calls after three minutes. 	Fourteen numbers belong 
to businesses here in the city. But two numbers draw my 
at  
The first is in the Tudor district. at the house of 
someone who calls himself Mr. Anson, there isn't n second 
name. The second belongs to Mr. Hogan Kuti. This person if 
you understand we is actually the person who now is a corpse 
and also is the husband of the lady who's in the hospital. 
"Who's Hogan Kuti?" I ask the officer. 
"Hogan as far as I know him is a wealthy person aquv . patt 
riche. 	There aren't many who know him. What his particular 
occupation is I don't know. 	I can call him a businessmon," 
the officer explains to me. 
Hogan's house is in the district of Gonjoni. 	Now I 
don't have any uncertainties. The task remnining And o very 
important one j a thilt I have to go and see Inspector 
Khamisi. 
Now we know Hogan got a call from Anson. 	\ half an 
hour later Hogon was killed by being shot. 
"Thank you very much sir for Your help." 
- Call me Wolter, if you like.' HI,' officer 	me. 
"This card from the post office shows that Anson had a 
phone installed for himself two years ago." 
"That's really all we know about Anson up to now. - says 
Inspector Khamisi, and he lights himself a cigarette. 
"Now what steps shall we take?" I ask. 
"In my opinion, we should send fingerprint experts to 
Hogan's house. 	f'p to now it's been seven hours since Hogan 
was killed, maybe well get something there. Second Anson's 
house must be investigated." 
- That's fine. 	I'll accompany the experts, - I explain 
to Inspector Hamisi. 
He lifts the phone receiver and explains to the 
fingerprint experts where Hogan's house is according to that 
card from the post office. 	When he's done informing the 
experts I ask him. 
"Over in Nairobi what was Anson using?" 
- He used a .18 caliber pistol. 	Also you should 
understand that the huller that was removed from the hot'.' of 
R. also was this very csiiber, so I think our work i.rul 
hard." 
"Thanks very such 	Any news from the hospital?" 
That Exact YHO". 
Things are still going along well and it's our ho p" 
that by tomorrow morning she'll speak," he explains 
thusly and r stood up and go outs id , . 
t to me 
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- Okay Mr. Walter I'm going to go my way and after 
finishing this case I'll call you one evening so I can 
invite you to the movies. 	That is a promise. The help you 
gave me is very great. These cards I'll take as evidence," 
I tell him. 
"They're of no importance take them. 	I'll wait for 
your call with anticipation. 
I get up and go outside. 	I drive ftet:t. to Inspector 
Khamisi's office. 	It's 9:15 p.m. 	I explain everything to 
Inspector Khamisi without hiding anything from him. 
"The work you've done so far is excellent Harry, I 
don't know why yeu left the army." 
"Even I myself don't. know. 
"If you didn't leave at this time you'd be a chief 
detective," says Inspector Hamisi. 
"Have you gotten the results of the fingerprints from 
the fingerprint experts?" 
"Yes the fingerprints gotten from the phone booth 
belong to a young man who calls himself Anson Kumbi. He 	a 
dangerous young guy, he 	a rrook wanted for n murder two 
years ago in Nairobi, - Inspector Hamisi explains to me. 
"So right, now we have enough evidence on this young man 
Anson. After escaping the Nairobi detectives he fled here Ne_ 
to the Coaet. 	He rented a house in the Tudor district and 
had a phone installod fer himsef." 
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Outside I get into my car Pith high speed I go on to 
Hogan.Is house. 
Outside Hogan's house there's a small police vehicle 
and a hospital automobile. With swift steps I go on into 
the house. Here inside I encounter inspector Nasoro and his 
group of fingerprint experts. 
"The corpse is that one over there net 	Our 
doctor's working on it." 
"Are there any fingerprints?" 
"The prints are just of the corpse and of that lady 
who's in the hospital. Other prints have been erased but 
I'm certain ue'll get something, criminals aren't careful. 
One' it make a great effort not to leave anything behind but 
will forget ..;ust one little thing and that very thing 
usually gets 16m into trouble." 
	
I cast tin eve co this interior )f the living room. 	The 
room is VP,V st4 . lish, the sofas which ore in titer are very 
expensive. 	I sit on the sofa 	ich is in right in the 
corner next to n cupboard. 
On the cupboard there is a bottle of whiskey and a 
glass. I look st it carefully and I'm wondering. The 
Doctor stands up and looks at inspector Nasoro. 
"He's been killed with a .3g caliber bullet since he 
died till now its sesen and a half hours. 	He was Kill at 
2:00 	The person uha It 	him wan near him not far, like 
seven or eight paces." explains the doctor. 
4 
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"INhy do you say that?" I ask with interest. 
"Because it's this bullet. 	Just one shot killed him 
and supposing the person who fired it was far he wouldn't 
die. He took a short time to die but if that person were a 
bit farther back, let's say ten or twelve paces he would 
take a long time. 
"His blood is there any trace of alcohol?" 
"Ahsolutf*, not he hadn't bPen drinking alcohol. 
"Thank yoo Mr. Doctor. 	Uncle can I use the phone'r I'm 
speaking to Inspector Nasoro. 
"That phone doesn't work. The prints that are on 
are of the corre.e rind of the lady uho's in the hospital. 
Inspector Nasor. evpinins to me. 
"There's a bottle of whiskey .ind a glass on this 
cupboard. 	I'm interested to know who used up this 
to the point that the bottle is dry. 
Everyone utio was there inside the room stood uprichi 
and looked at me. Then they all looked at the hottle anti 
glass. 
"Corporal." calls Nasoro. 
"See whether there are any fingerprints," orders 
Inspector Nasoro, 
Corporal Salim and Constable ahdallah both go where the 
bottle Rod glass are. 	They start to sprinkle a special 
powder on them to look for fingerprints. 	While they 
continue with their work the doctor and his two assistants 
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say goodby to us and carry the corpse outside and put it in 
the hospital car and leave. 
	 - Fine. 	I rts )octor khamisi knows I'm here. 	I don't 
think I'll get anythina worthwhile but I'll search this 
Picturi-.s 	 house maybe I'll act something," I explain to him. 
"There are some prints sir not of the deceased nor of 	 "Don't give up.... (rest of line missing) 
that lady these are different." 	 ...do you know?" 
There's no work for me I'm sitting silently while my 	 "I don't know....Itwo lines missing)"• 
brain is thinking ovet this and that. 	So far the person 
whom I suspect is the killer is Anson. 	I have evidence that "The old people said that where there passes a hoe and 
makes me suspect him. 
	 a big basket and it usually passes there. And the experts 
First it's his prints in the phone booth. Second in 
	 on criminal behavior they too say," I cut him off. 
Nairobi he killed using a .3i3 caliber pistol and this dead "Where the criminal passes, there's no lack of 
person he too has been killed by a pistol of that very type. 
	 evidenre, - I finish. 
Is Anson the one who killed? 	I'm still looking for more "So it's for that very reason I tell you not to give 
evidence. 
	 up. We're all ought to be going on our Way," finishes 
"The prints on the bottle are the same as those that 
	 Inspector Nasoro. All three go outside I remain by myself. 
were in the phone booth, these that are on the glass are This front room doesn't have anything to interest me. 
completely different, - sas Corporal Saimu otter examining 	 (Concluding teaser]: 	What's the next thing that'll 
the prints carefully. 	 happen? Read next week. 
- Fine T' 11 inform inspector Khamisi," Inspector Nasoro 
responds. 	 [introductory banner, title]: 
I look at Inspector Nasoro and smile. 	 Short Story (3)--by J.I. Mwagojo 
- Our work is done here," he explains to me, INTENSIVE INVESTIGATION 
[Summary of the second installment, beginning of part 
three]: 	NEW READERS. Hogan a famous businessman at the 
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Coast was killed by being shot when he was in his living 
room he-and his wife Ruth. And Ruth was shot and lost 
consciousness while she was explaining to Roy how her 
husband was killed. Ruth is in the hospital under intense 
police protection. 
Detective Harry Kidozi begins a speedy investigation. 
Kidozi suspects Anson a gangster from Nairobi. In further 
investigation Harry diseovers that Anson arrived at the 
Coast two years ago. Also he discovers a photo of Ruth and 
Anson in the nude. He also discovers s letter which tells 
him that Anson and Ruth are siblings. 
How can a person and his sister take a node photo 
together? Why would a famous person like Hogan marry a girl 
A who dances in stage shows? 
My primary intention is to search the bedrooms so I 
take quick steps to the door which leads to the interior of 
the house. 	I open it and pass inside. 	In front of me there 
are two doors. One on the left and another on the right. 	I 
decide to go into the one on the left first. 	I open it but 
I find that it's been locked with a key and is unopenable. 
I try the one on the right it's open and I enter inside 
and close the door. 	I feel around on 'he wall and torn on 
light. This room is moderately large. The bed to sleep 
on is the formica ffomekal type. There's i clothes-cupboard 
and a shelf which has virions books and files. 
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LETTERS 
I start with the books. Many of the books are about 
love. One is of explanations about stage shows and also 
there's an album to put pictures in. 	I pick up the picture 
album and begin to open it up. Many pictures are of the 
deceased which he took in various places four he has taken 
with beautiful girls two are of stage shows. 
One is a girl and a boy and the second one is the same 
girl she's by herself. I pick up all six and put them in the 
pocket or my eoot. 
This room f have no doubt is the deceased Hogan' s. 
sit on the bed and search theough the files quickly. 	Our- 
file draws my attention. 	It has letters the deceased t-ol s 
sent. 	E Pt.:amine the letters quickly mnnv don't nave meah!h2 
for me but one pleases me very mueh it's been written !Dv a 
girl or shoold Si' say !A woman who csIls herself Ruth. 
"Hogan I'm ready to come through Aq yon expinined t! 'no 
but I must reassure you. 	If you will marry me I will quit 
,show business. 	"y brother Anson will continue to danro, 
Anson also is satisfied. 	Come to the Tamasha IPAgeantl 
Might Club today at 11:00 p.m. 
Your futon- vi e, 
Ruth." 
	
I draw a breath and put this letter in my pocket. 	I 
stand up and open the cupboard the clothes which are in here 
, 
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are only men's. 	I am sntisfied. 	I turn out he light and 
leave this room. 
ti3 7 
I take qui -flr eteps to the front room. 	I turn out the 
lights and leave And get into the car and turn it on. 	So 
NAKED 
Now I'm in front or that locked door. 	I put my hand in 
41 my pocket and take mit my small knife. It's an absolutely 
special knife. 	It has 3 thing for opening a can. 	A knife 
for cutting fingernails and a long nail which is usually 
used for opening doors. 	I use the nail to open the door. 
After a short time I open the door, 	go inside and 
turn on the light. 
This is a woman's room. 	So the Indy who's in the 
hospital this is actually her room. Wh. would she lock her 
room with a key? It's :: ■nly she and her husband who live in 
here. What is she hiding from her husband? l ■ hat does she 
fear that she doesn't t-ant her husband to knew about or any 
little bug man like me? 
I open the cupboard. 	Inside there are at least ten 
dresses. Modern style dresses. 	Inside the cupboard door 
there's a picture of a girl and a boy I grab it and look at 
it carefully both are nude. 
The girl who is in this picture is the girl who was 
nhotographed bv the deeeased. 	I put it in thr pocket and _ 
search this room further. Apart from the scent of perfume I 
don't perreive north Inc else meaningful. 	I tnrn out the 
11ght and leave thia 	am. 
1 
Anson is a stage ::how dancer. 	He and his sister Ruth. 
Ruth was in love with Hogan and they promised. to marry 
each other but Hogan gave. Ruth the requirement that if they 
were to marry she must quit the stage shows, a requirement 
which Ruth agreed to and Anson didn't have any problem with. 
He would just get another girl in Ruth'si place. 
My brain tells me thus. 	'Thing along with that letter 
which I got in Hogan's room. 
HOGAN'S WIFE 
I hit the brakes outside my office. 	My wristwatch 
shows that it's 11:15 p.m. 	I step quickly into the office 
and find Roy R sitting behind the desk writing a report about 
this case I explain everything to him that I've gotten since 
I went out. 
"That's all op to new, hut?" 
"But what?" 
"There are those seen pictures. 	Pictures which I've 
gotten from the home of the deceased. You have a look at 
them," I finish and give him the pictures. 
"These three don't tell me anything," he says that and 
puts three pictures to the side. 	"Pictures of girls by 
themselves dancing or performing stage shows.- 
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- This cue, th I 	i s the tody who's in the hospi tel 	The 
fourth pictwre among those of the beoo:iful virls. 	Also 
this girl is the who's in two pi c tures of stage shows. 	In 
one she's with a boy and the other our shm' ,-. by horself." 
- So th'is is aetur,t1 	P'Jth te lav7:. Ole's in the 
hospital is Ruth. The seventh picture is Ruth together with 
a voting man. The young man s the one photographed together 
with Ruth when they were on stage. - 
"Is this Anson or who is he?" I nsk myself in my heart. 
Please rend part three so you may get ' the complete story and 
find out whether that was Anson or what's going on. 
"So far we're progressing well, Anson's the one we 
want," says Roy. 
"It's heading that way. Now listen Roy. This case we 
have to finish it by morning, 10:00. 	In the morning 
Inspector Khamisi should take it to court. Also I tomorrow 
at 1:00 p.m. will head for Nairobi for a short one-week 
vacation." 
"I hear," replies Roy.  
of (the one whose) prints were on the glass when you leae 
there come to Tudor to Anson's house. 
- I ha%e a 'eeling that 	celliie with a ferocious 
:t• 	;. 	] 	- 	1116 
of nudity, I have business with it. 	Tell Inspector Khamisi 
that Ruth we suspect her in this case. Also tell him that 
if it. gets to 3:00 a.m, if he hasn't heard from me he should 
come to Tudor. Third and last in this office of ours there 
is a lot of evidence concerning this case. 	Tell him to send 
some police so they can guard it." 
I get up and go outside. 	I get in the car and turn it 
on and head for the Tamasha Night Club. My wristwatch shows 
that it's 10:50 p.m. 	I just follow the road. 	My wife is 
alone at home. 
I hit the brakes outside the Tnmasha Night Club. 	It's 
11:15. 	I park my car nearby and step quickly to the door of 
this club. 	A large light is shining, I pay an entry fee of 
twenty shilling 3, and go inside. 
Inside there's a band on stage pouring out music in 
Fatums 
"I'll 	go 	to 	Tamasha 	Night 	Club 	when 	I 	leave 	there 	I'll 
go 	to Tudor 	to Anson 's 	house. 	I 	think 	Anson 's 	hiding 
himself 	there. 	You 	go 	to 	Inspector 	Khamisi's 	office. 	Tell 
him 	he 	should 	give 	you 	a 	picture 	of 	Anron 	it's 	in 	the 	file 
front of 	the 
' 	They're 	half 
with my eyes 
band 	three 	girls 	are 	performing 	a 	stage 	show. 
naknd. 	f 	sit 	at 	a 	corner 	table 	and 	give 	a 	sign 
to 	a 	sister 	who's 	a 	wa i t.ress 	in 	here. 
SHE WENT AFTER MONEY 
of 	the 	case 	from 	Nairobi. 	Also 	he 	should 	give 	you 	the name 
"Bring me a Eantn! 	And open :,r) 	any drink you like f , r 
yourself, - 	I te!I 1.he 	sister. In a 	short while I se- 	I. i 
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she's coming t4ith a small tray. 	In it are a bottle of 
Fanta, a small bottle of whiskey and after setting the small 
tray down for me on the table, she sat nearby. She opens 
the soda for me and she her whiskey. 	Five minutes pass, I'm 
silent like water in a jut:. 
"Your name what are you called me friend. 	I call me 
Fatuma." 
"Harry," I tell her. 	"The mother'e (0111d there on the 
stage is that Ruth'.'" I ask. 
"Ruth, you say Ruth Wira, it's not her she got 
married." 
"Oh! ...really I hadn't heard, who was the one who got 
lucky and married himself to such a beautiful girl?" 
"She got married to a rich man who's called Hogan, 
but..." 
"But what?" 
"Hogan loved Ruth. But Ruth didn't love Hogan. She 
just agreed to get married to go after Hocan's money. Ruth 
is dangerous she 	involved with sent evil young men, who 
don't care about killing like Ihot are Andrew and Anson." 
"Oh do you kilo , Anson?" I ask with interest. 
"Yes nightbirds like us know lots of evil people. 
"Because Anson and Ruth isn't it that they are 
siblings?" 
"Who fooled ,- cei like that?" 
"A friend of mine." 
"Well know that they aren't siblings. They know each 
other very well." 
"Ruth her job is to go after men with lots or money 
like Hogan. Ar, soon as she knows the place where the money 
is she tells Insert's gang. And they steal the money and 
disappear," Fastuma explains to me. 
1 take out that picture of Ruth in which she's naked 
with a young man whom we don't know up to now ,.../10 he it. 	I 
give her the pietnre and she look's at it carefully and 
smiles. 
"Who is this young man?" I ask intentlY. 
"This is Anson. 	Isn't it do you :lee?" 
(missing wordsl and tint the picture back in my peket 
I order her onother whiskey and liso give her forty 
shillings cash. 
"Many vile knew. me roll me father Christmas. 	So dr. n 't 
worry use the money without any fear," I tell Fatima 
bewildered. 
"My room is number seven there above. 	I'll wait for 
you there! Or if there's any hurry you con go relay 
yourself there. 	This is the key. 	We'll shut down the work 
at 4:00 a.m.,' she says this and gives me some keys. 
Who was it who said that, (in Fnglish:1 "'loner Sp.-akq?" 
Or do you kno.... the one who said that "money is the hreaker 
of the mountain"? 	r don't know him and if 1 Iid kricw hut 
' 	 IRMISIMMEimilor 	w •■■• ■■•■■••■ 
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next Sunday I'd go to church to pray for a long life for 
him. 
IMPORTANT 
I leave Fatuma so she can go on with work and I order a 
second soda. I drink it while feeling very happy. Fatuma 
has explained e ,:ervthing about Anson to me. 	I'm not in a 
hurry. So I 	it in the club until 2:15 a.m. The people are 
many, so I go outside without Fatuma seeing me. Outside I 
look for a phone booth and call Inspector Ehamisi. 
- Harry her, Khamis." 
"What do you have?" 
"Send someone and if there isn't anyone go yourself to 
the Tamasha Night Club. A girl called Fatuma should be take 
for her safety. She's a very important witness in this 
case. 	Just that, she should be well taken care of," I 
finish and cut off the call. 
It's 2:25, the cold is very sharp. 	I get in my car and 
take it out at great speed. I head for Tudor. Everywhere 
is silent, on the highway there aren't many cars a short 
while later I park my car four hundred paces from Anson's-
house. 
The distance that remains I go cn foot. 	I approach the 
house and ,r%orything is dark. 	There isn't it light, nor is 
there a dog I go on approaching up tr. the large front door 
exerywhere i9 RiOnt.  
13 
I'M SLUGGED 
The window on the left of this door is open. 	I take 
off my shoes and go up to it. 	I climb carefully and go 
inside now I'm in the front room darkness cover everywhere 
in here. 
Ten minutes pass I'm standing upright.. .my eyes begin 
to get used to this thick darkness that's here in the front 
room. 
In front of use there is a door I take slow cautious 
steps. 	Suddenly I hear a voice behind me. 
- Stand there where you are Harry," all at once the 
light goes on. 
I turn quickly to see who it is who spoke to me. My 
face and his meet. 	It's Anson without a doubt. Quickly 
Anson throws me a punch and I because of how I'm not ready 
it hits me squarely. 	I stagger, without hesitating I hit 
him with two punches in a row. Now I'm recovered Anson 
throws use a flying kick I dodge it. 
Right then a heavy thing hits me on the back of the 
neck. 	I fall down. There is a person who hit me from 
behind. r see a lot of stars shining before my eyes...I 
hear the sounds of cars outside hitting the brakes right 
then I lose consciousness. 
Consciousness returns to me and I find myself I'm in a 
living room. in Anson's house. 	Inapector Ehamis and Roe are 
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sitting a little bit close to me. 	Between them is Fatuma. 
Anson I see has been handcuffed he and his friend I have no 
doubt this is the one who hit me on the neck... Also I think 
this young man is actually Andrew, the one who is 
associating with Anson. 
I touch myself on the nape of the neck where I was 
slugged. There's a plaster. 
"How do you feel now?" asks Inspector Khamis. 
"A little better," I respond and to.ach myself again on 
the nape of the neck. I look at Anson and company and 
smile. 
I'm not smiling because I'm happy; absolutely not. 	If 
I didn't obey the laws, I would jump on Andrew and get 
.1011111ryself revenge. Put to do that won't help me in any 
Inspector Khamis looks at a watch. 
"Karisa is on the way coming here he and Ruth. She can 
talk now." 
"Great! Wonderful!" 
"Runnings on the rGof always end at the edge and those 
of criminals always end..." says Inspector Khamis, before 
he's finished he's interrupted by the voice of Corporal 
Karisa who's announcing himself at the door. 
Roy opens the door and Corporal Karisa enters inside he 
Hadija she is a female police officer and along with 
them is a woman in her mid-thirties. 	This is Ruth. 	All of 
them sit down. 	Nnu it shows that it's 4:00 a.m. 
"Uncle Kidoei what do you have to explain to me about 
these people?" Inspector Khamis asks me. 
"Starting with those two men. The one on the left is 
Anson and his friend is Andrew, Anson came here to the 
Coast two years ago. He rents this house and had a phone 
installed for himself." 
"He met with Andrew and they were two.. .their main work 
is the crime of robbing money and killing. There at the 
Tamasha Night Club they met with Ruth. All three became a 
single unit." 
MONEY 
"Ruth's job was to look for men with money to deceive 
them to lead them here where Anson and Andrew were eaitine 
to rob this person. 
"The thing Arson didn't know it that Ruth loved money 
more than him." 
"Ruth met with Hogan. 	A famous rich person here at 
the Coast. 	She coaxed him until they arrived at the step cf 
marrying each other. 	They married each other. Hogan loved 
Ruth, but Ruth didn't love him. 	Ruth was just a tool...She 
is leading Hogan to Anson and Andrew. 
AN IN-LAW 
"Hogan knew Arleen As his brother-in-law. 	There is a 
I etter Lhieh Ruth wrote to Hogan explaining to him that 
way. 
4 
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Anson is her elder brother. This was just a trick of 
Anson 's." 
That is a lie! ..Anson is my elder brother," said 
Ruth. 
"It's not posnible?" I respond. 	"How can a person and 
her brother get photographed when they are naked?" 
"Someone and her elder brother! Especially when they 
are your age, taking a picture naked together is very 
strange. So Anson is not an elder brother but is your 
friend. 	Please look at this picture," I take out the 
picture and give it to Inspector Khamis. 
For the first time Ruth and Anson look at each 
other..."Continue," Inspector Khamis tells me. 
"Much I'll say in court. 	After Ruth knew all of 
Hogan's secrets they planned to kill Hogan so that they 
could run away with his wealth. 	They killed him! 	Anson is 
the actual killer hut all three were accomplices. 
FEAR 
"After Hogan was killed, Ruth decided to separate 
herself from the Anson gang. She was the wife of Hogan so 
by law any property was hers. Yes she decided to come to 
our place t.o . inform us of the murder of Hogan." 
"She was afraid of Anson, she knew clearly that without 
Anson being arrested couldn't be good for her. 
IF T 	mow 
- When Anson and Andrew discovered that Ruth wants a 
cut them off yes... the runnings began, the runnings of the 
criminals. So All three are involved in the murder of 
Hogan. 	Fatumn has enough evidence that makes clear that 
Ruth was an accomplire of Anson mony times," I finish. 
- Is there anything to say?" Inspector Khamis asks them. 
"Those are just idle rumors. 	I 'Am not a eriminal hut 
it's true tho Anson gang killed my hushand Hogan." Ruth says 
on her own behalf. 
- You admi 	that Anson and Andrew murdered Hosan?" 
"All th 1 , 0 of you. I am Inspector Khamis of the 
department of Rome Affairs of the Coast. 	I mm arresting you 
for the murder of Hogan. - 
- I am not preaenting you from saying anything but you 
must understand that anything you will say will be recorded 
in writing. Also it's being recorded on tapc,. They will be 
entered into the court as evidenee. 	Corporal! 	Let's so, 
says Inspector Khamis. 
Corporal Karisa and Hadijn both leave with their 
prisoners, Roy follows them. 
"At II:00 you should be in court Kidozi and you Eatumn. 
I will inform Roy that he should bring all the evidence to 
my office before that time 	finishes Inspector khamis and 
he goes outside. 
Ir NINFIntw 
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I remain behind I and Fatuma. We look at each other 
for a moment and both smile. I stand and put my hand in the 
pocket and take nut her keys. 
"I still have your keys and also L think you've 
finished work—Let's go. My car is a few steps from here." 
We go outside, and walk to where I left the taxi, we 
get inside. 	I turn it on and pull out quickly. .,to the 
Tamasha Night Club. 
Fatuma leads me to her room. I .throw myself on the bed 
and she turns out the light and comes to the bed. I begin 
to remember my wife Marrieta. 
She is alone in this cold she wrapped herself up in 
bed. 	I here I have Fatuma. 	I begin to ask myself if I 
loved her when I made the vows before the minister at the 
time of our marriage, or was as love for her like that of 
Ruth for Hogan? 
NEWS ITEM, ADVERTISEMENTS oN THE STORY PAGES 
tfrom Oct. 12. 19781 
[banner]: WORLD OF MUSIC 
(title): Maggie Big Babe of Jambo Mambo 
ibenesth photo]: This is the child who usually dances 
in that group 'Jambo Mambo' ('Thing Things' l which is 
advancing with a rush on the metropolis of Nairobi very 
soon. 
This group is the one that came out of Mombasa just 
recently and came to put on special shows in a night club 
here in the city of Nairobi. 
The band after soothing the inhabitants in here by 
singing is expected to make s tour going to saoth people 
singing in various parts outside. 
name is .Maggie Wanjiru who CAM be seen to have 
adorned herself ready to go on stage, wearing beads and 
having powdered herself enough. 
Just as you see her in this picture that's just hi: she 
really is, all that levelinPss she having it. 
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2. (from Oct. 19, 1978) 
(beneath photo]: OUNA MAK:\ DUD1 
Why be troubled by distress and 	Change your 
life. Disco\]er the complete power of charms. 	Say! Have 
you tried angels frankincense, secret perfume. trace oil, 
'AL 	and personal amulets? Read the pr-ice sheet that has a list 
of herbs that are not easy to obtain, those medicines have 
worked miracles on human bodies. 	See , him at Afro House, Tom 
Mboya Street, across from Zama Moo. Bo.]: 28881, Nairobi. 
Try Dotis medicine for male strength, Shs. 157/-. 	KILACO, 
RON 28881, Nairobi. 
3. 	(above artwork]: 	flat hot new pleasing records from 
Phonocram 
(below English notices': 	THEY ARE AVAILABLE IN YOUR 
FAVORITE MUSIC STORES 
Small records: 	DADDY COOL, letc.1 
Cassettes and Li' s: TAEE HEAT OFF ME, [etc.] 
I. Ouma Maka Dudi advertisement, same as d2 above. 
2 , 
VISIT 
TENT BOOK 
CENTRE 
LARGE STORE 
ABSOLUTELY 
OF THE SALE OF 
BOOKS 
OF TYPES 
ALL 
P.O. Box fftt , -.) 
from Oct. 26, 19781 
Ouma Maka Nati advertisement, as above. 
(above Iistinasl: 	Hot hot and pleasing new records from 
Phonogram 
FROM PHONOGRAM THERE IS CONFIRMATION THAT THERE IS 
ENOUGH MI'SIC TO SAFISFY Al.!, YoUR NEEDS WHEREVER YOU ARE 
THE ONES THAT FOLLOW ARE ACTUALLY THE HITS OF THIS wEEN. 
1Swahili titles only]: 
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mit 
Poi, 415 Your Voice 
POL 412, God is Good 1 Starehe = relax' 
POL 409 I Have Sinned Before You 
POLP 509 Those (songs! Which Were Loved 
PKLP 107 Wild Animals 	(Jamhuri = republic) 
RIGHT THEN ON SU'iDAY THEY HAVE THE PHILIPS RADIO CLUB 
THEY WrLL BRING YOU NEI+ HITS 
D01 '1' FORGET TO JOIN YOURSELF WITH THEM 
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